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ABSTRACT OF DOCTOR OF MUSICAL ARTS PROJECT

ORCHESTRAL EXCERPTS FOR TROMBONE
FROM VILLA-LOBOS’S “CHÔROS” – PERFORMANCE CONSIDERATIONS
AND COLLECTED EDITION
The daily routine of playing in a professional orchestra can be very challenging.
An important and useful tool for students, professors, and professional players in the
preparation process of playing is the focused study of orchestral excerpts, where one
can consciously practice ahead of time the most technically demanding passages, to be
ready for rehearsals and performances.
The orchestral output of the Brazilian composer Heitor Villa-Lobos is vast, with
many technical and musical challenges for low brass musicians. This research will
cover Villa-Lobos’s Chôros series, with a special focus on the works that present at
least one trombone in their orchestration. The mainly traditional orchestral excerpt
collections available are generally dedicated to Western European composers and do
not provide any excerpts for low brass from the Villa-Lobos’s Chôros series.
The availability of the Chôros orchestral parts is scarce and the quality of the
materials is generally poor in presentation. With permission granted from the VillaLobos Museum in Rio de Janeiro, the present researcher had access to the manuscripts,
parts, scores, and available editions from Villa-Lobos’s Chôros series. This paper will
contribute to the low brass field by providing performance considerations and a
collected edition of the most demanding excerpts from Villa-Lobos’ Chôros series.
KEYWORDS: Heitor Villa-Lobos, Trombone, Low Brass, Chôros, Orchestral
excerpts, Performance
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CONVENTION FOR TERMS AND ABBREVIATIONS
To locate the notes within the melodic range of the low brass instruments the present
author has adopted the following conventions:

To locate the excerpts from Chôros on scores and parts, we will use:
R.N. – Rehearsal number
R.L. – Rehearsal letter (only for Chôros No. 10)
Ex. - Example

xi

CHAPTER 1
INTRODUCTION
Villa-Lobos’s low brass writing is rich and creative, and the composer treated
the trombone as a leading instrument, whether as a soloist or in a section. The Chôros
series certainly brings some extensive and demanding orchestral passages for trombone
and low brass section, thus this paper will provide interpretive considerations to help
orchestral players in the performance preparation.
Considering that the literature aimed at Villa-Lobos’s orchestral music is still
sparse, this work will attempt to fill this gap. The performance considerations presented
do not intend to be exhaustive or definitive, but one perspective that can serve as a tool
to build an interpretation. In the present author’s experience as principal trombone in
the Amazonas Philharmonic Orchestra (Manaus, Brazil) for nineteen years, much of
Villa-Lobos’s orchestral music has been performed, specifically the Chôros series for
orchestra, dealing with the technical demands in the low brass parts. Thus, the author
will bring technical advice, preparatory exercises, and possible interpretive solutions
with the goal of facilitating the performance of these works.
The access to the Chôros orchestral parts is difficult, as the few orchestras that
possess the materials rarely provide access to their archives. Additionally, much of the
Chôros orchestral parts have survived as hand-written parts, copied and in current use
in the orchestras in Brazil and abroad. In many circumstances, the low brass parts have
a poor presentation quality, with pencil marks from previous performances, which
makes the reading confusing and laborious.1

1

For details and examples please see Appendix A.
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With kind permission from the Villa-Lobos Museum in Rio de Janeiro, an
institution dedicated to the composer’s memory and works, the present researcher had
access to the manuscripts, parts, scores, and available editions from the Chôros series.
The series is comprised twelve works numbered from 1 to 12 for various formations,
plus the Introdução aos Chôros, work for guitar and orchestra composed afterward,
serving as an overture to the entire series.
The various anthologies of orchestral parts for trombone currently available do
not include any passages from Chôros, which also reveals the necessity of expansion
of the repertoire approached in such excerpt collections. The majority of the anthologies
mainly include music of European composers and overlooks those who are not in the
mainstream Western classical music, as well as nationalistic composers such as Heitor
Villa-Lobos. The main investigated anthologies, among others, were:
∙ Orchestral Excerpts – from the symphonic repertoire – for trombone and tuba,
in ten volumes, edited by Keith Brown, International Music Company, New York,
1964-1970
∙ Orchester Studien für Solo-Posaune, edited by Johann Doms, Musikverlag,
Berlin, 1985
∙ Orchester-Probespiel Posaune/Bassposaune, edited by Armin Rosin and
Eberhard Pleyer, Edition Peters, Leipzig, 2002
∙ Low Brass Orchestra Collection, version 7. Compiled by Gordon Cherry.
Cherry Classics Music, Vancouver.

2

According to Roberts (1977)2 and Fonseca (2014) 3, the only trombone
orchestral excerpt by Villa-Lobos encountered in an anthology was the fourth
movement from the Bachianas Brasileiras No. 2 (O Trenzinho do Caipira), in the
collection edited by H. C. Smith, edited by Schirmer Incorporation. In any case, no
orchestral excerpts from the Chôros series were encountered in such anthologies
whatsoever.
This lack of such orchestral materials creates inconvenient situations when
musicians need to perform them since they often do not have time and opportunity to
familiarize themselves with the style and technical challenges of the repertoire. In this
regard, the purpose of this research is to create a collected edition containing the most
relevant orchestral excerpts from Villa-Lobos’s Chôros for trombone and low brass
section. This compilation will benefit brass players in their orchestral activities, as well
as professors and students who desire to play these musical extracts whether in a
performance setting or for pedagogical purposes.
This author has chosen the works to be part of the collected edition provided in
this research following two criteria: 1) works that presented at least one trombone in its
instrumentation, and 2) works that presented the most technical and musical relevance
in the orchestral setting. Even though Chôros No. 3 and No. 4 were not written for large
orchestra, they present important excerpts in Villa-Lobos’s trombone literature and
therefore they were included as well.
The works chosen, as well as the low brass instruments employed in the
orchestration were:

2

Roberts, James Ernst. "A Comprehensive Performance Project in trombone literature with an essay
consisting of an annotated guide to orchestral excerpts for trombone." The University of Iowa, 1977.
3
Fonseca, Donizeti Aparecido Lopes and Jardim, Gil. Villa-Lobos e os metais graves sinfônicos: um
estudo dos elementos técnicos específicos. 2014.Universidade de São Paulo, São Paulo, 2014.
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∙ Chôros No. 3: 1 trombone
∙ Chôros No. 4: 1 trombone
∙ Chôros No. 6: 4 trombones and tuba
∙ Chôros No. 8: 4 trombones and tuba
∙ Chôros No. 9: 4 trombones and tuba
∙ Chôros No. 10: 2 trombones
∙ Chôros No. 11: 4 trombones and tuba
∙ Chôros No. 12: 4 trombones and tuba
∙ Introdução aos Chôros: 4 trombones and tuba
The paper is divided into five chapters. After the introduction, a biographical
overview of Villa-Lobos is presented, followed by a synopsis of the role of the
trombone in the orchestra, as well as its part in Villa-Lobos’s Chôros series. The fourth
chapter will present an overview of the series, while the fifth chapter will contain the
examination of the orchestral excerpts from the Chôros series, where performance
considerations, technical solutions, and preparatory exercises will be addressed.
Furthermore, this research will offer a collected edition containing the most
relevant orchestral excerpts from Villa-Lobos’s Chôros series for trombone and low
brass section. The edition intends to promote access for trombonists from Brazil and
abroad to these important excerpts from the symphonic repertoire, and to divulge the
music of Heitor Villa-Lobos.

4

CHAPTER 2
VILLA-LOBOS BIOGRAPHICAL OVERVIEW
This second chapter will give a biographical overview of the composer,
highlighting the principal events that influenced his compositions, especially the
Chôros series. This overview will cover his childhood and first lessons with his father,
his first travels to the countryside of Brazil after his father’s death, his first public
appearances as a composer, and his travel to Europe and the influences that contributed
to his musical approach. This biographical summary will also cover his activities as a
pedagogue in his national music education program, as well as his relation with the
political regime of president Getúlio Vargas. Finally it will cover his final years of
international fame as a composer-conductor in the United States, Europe, Israel and
Latin America.

Figure 1: Heitor Villa-Lobos. Picture from the Villa-Lobos Museum
5

2.1 Childhood and first lessons
According to Mariz (2005), Heitor Villa-Lobos was born on March 5, 1887, in
the church of São José, in the downtown of Rio de Janeiro, Laranjeiras neighborhood.
He was a composer, conductor, cellist, pianist and guitarist, the founder of Brazilian
Academy of Music, and was described as the most significant musical figure of the
20th century in Brazilian Classical Music, and also the most famous South-American
composer of all time.
Some historical events in Brazil were important around the time of VillaLobos’s birth. The composer was born when Brazil was still a monarchy, ruled by
Emperor Dom Pedro II, as mentioned by Peppercorn (1972). One year after VillaLobos’s birth, in 1888, slavery was abolished in Brazil by Princess Isabel, who signed
the Lei Áurea, Golden Law, and in 1889 the monarchy collapsed and the Republic was
proclaimed, leading to Brazil’s first republican constitution, based on United States of
America’s own model. Villa-Lobos died on November 17, 1959, a few months before
Brazil’s change of capital from the seashore in Rio de Janeiro to Brasilia, in the
countryside of Goiás state.
Villa-Lobos' childhood was full of musical influences, including the ones from
his father Raul Villa-Lobos, who was his first music teacher. His father was a librarian,
and in addition to his work in the Rio de Janeiro’s National Library, he was also an
amateur musician and portrait painter. Raul organized parties in his house every
Saturday, inviting many musicians and cultural figures at the time who would stay and
play until dawn. So in a humble but culturally and intellectually active home, the boy
had contact with many artists and forms of expressions, including the regional and
popular Brazilian music at the time.
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According to Britannica Encyclopedia, the young Heitor started to learn how to
play the cello (on a specially adapted viola) at the age of six with his father, and also
the clarinet, and the guitar4. In his music sessions with the young boy, Raul was a strict
teacher, teaching him harmony and music aesthetics and requiring him to develop his
aural skills. The boy was also expected to recognize notes and pitches such as bird
sounds, train breaks, or when some metal object fell down, and his father also
demanded him to listen to music and acknowledge the genre and style.
Although Villa-Lobos’s mother Noêmia Monteiro did not approve of him
playing the guitar, considered a bohemian and street instrument, his fascination for the
instrument and considerable attraction for the Brazilian popular music, especially the
music from the chorões5 led him to secretly practice guitar6 and saxophone, also
considered a seductive and bohemian instrument. Additionally, his aunt Zizinha, who
possessed a piano, presented Tahú (Villa-Lobos’s childhood nickname) Bach’s Well
Tempered Klavier, so Villa-Lobos’s fascination for Bach’s preludes and fugues came
early in his life. Later in his career he would write the series of nine Bachianas
Brasileiras, mixing elements of Brazilian music with Bach’s style, as pointed out by
Nobrega (1971).

2.2 Youth and contact with popular music
Later in 1899, when Villa-Lobos was only 12, his father died, succumbing to
malaria, leaving his wife only with a small widow’s pension. This situation forced
4
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5
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6
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Villa-Lobos to get small jobs to help with the house subsistence and provisions. His
father’s death brought some emotional instability to the family on one hand, but on the
other Villa-Lobos had more freedom to leave home and to start making his own path
as a musician. As a cellist, he played in small cafes and with travelling theater
companies. His experiences as a free-lance musician also gave him the opportunity to
cultivate his passion for the guitar and popular music, as he began to regularly take part
in roda de choro (a group of street musicians who played choro).
The contact with popular music and many composers, especially in Rio de
Janeiro, opened a new window of musical experiences in Villa-Lobos’s life. According
to Peppercorn (1979), Heitor played many Brazilian musical genres together with street
musicians of the time. Genres such as lundu (dance of African origins very popular in
Portugal and brought to Brazil in the 18th century), maxixe (urban Brazilian dance),
tango, polka and choro were among them. This last one, as Renato Almeida (1942)
explains, was a sort of vocal song performed with dances called xôlo. Due to the slavery
in Brazil, many Africans were brought to work in the fields of powerful farmers, and
for some reason or confusion with a Portuguese paronym the word xôlo turned xôro.
When the genre went to urban centers it became chôro.
Chôro was usually performed in the open air or in the street, and the instruments
traditionally involved were a flute, one or two guitars and a cavaquinho, a sort of small
guitar. Later, this formation incorporated other accompaniment and solo instruments
such as clarinet, saxophone, trumpet, or trombone. Additionally, the group sometimes
used percussion instruments such as pandeiro or ganzá. In the traditional group, the
flute played the melody as a soloist, the cavaquinho was called “center,” responsible
for the rhythm, and the guitar made the harmony and especially the bass line in the low
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strings, which is very typical in the chôro.7 The low line could also be reinforced by
some instruments from military bands such as the baritone, ophicleide, or tuba.
The musicians of the chôro group were called chorões, and they usually had a
bohemian lifestyle that attracted the young Villa-Lobos so much and were one of the
crucial musical influences in his career as a composer. Later in the 1920s, Villa-Lobos
would write the magnificent Chôros series, much more elaborate than the popular one
played on the streets at the time, but still inspired by it. The very first chôros of the
series, Chôros no. 1, presents a similar style to the traditional street choro, and it was
written for solo guitar and dedicated to Ernesto Nazaré, a famous composer and piano
player. Currently in Brazil, in the modern instrumental formations, the name chôro
became the traditional chorinho, an urban music style recorded by numerous renowned
artists that can still be heard in many regions of the country, especially in São Paulo
and Rio de Janeiro.
This phase in which Villa-Lobos was involved with popular music was
important in his life because he met and played together with some great Brazilian
musicians from the time: the self-taught composer and pianist Ernesto Nazaré (18631934); the famous composer and singer of popular music in the beginning of the 20th
century Eduardo das Neves; the composer and guitarist Joaquim Francisco dos Santos
(1873-1935); the famous composer of popular music and saxophonist Anacleto de
Medeiros (1866-1907); the ophicleide and trombone player of the Firefighters Band,
Irineu de Almeida (1873-1916), who later would be a close friend of Alfredo Vianna
(father of the great Brazilian composer Pixinguinha (1898-1973); Jaime O’Valle 1894-
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1955), Brazilian poet and composer;8 the poet (bard) Catulo da Paixão Cearence (18661945), who had many of his poems set to music by his contemporaries; and Francisca
Gonzaga (1847-1935), known as Chiquinha Gonzaga, an influential and emancipated
woman, piano teacher and composer. This creative and active environment had great
significance on Villa-Lobos musical experiences and output, and it would be present in
all of his works.

Figure 2: Villa-Lobos with musicians

2.3 Travels to the countryside of Brazil
During his youth, Villa-Lobos traveled throughout Brazil on at least two
occasions.9 One to the Amazon region as far as to Manaus in the north of the country,
and to Bahia in the northeast as a cellist of the Companhia de Operetas Luis Moreira,
a small opera company; and a second one to the city of Paranaguá, in the seacoast of
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Paraná state in the south. In both excursions he had a deep contact with folk music and
culture and gathered materials that would be used in his compositions.
Lisa Peppercorn, a German-Brazilian musicologist who studied Villa-Lobos's
life and wrote several books on him, once talked to the composer about his trips to the
countryside of Brazil.10 He was 52 at the time of the interview, and his fame already
reached the United States, as recordings of Villa-Lobo’s music had reviews written in
important newspapers such as the New York Times. Additionally, as the performances
of Villa-Lobos’s music in Brazil and in the US had attracted attention, editorials were
published in musical journals in both countries.
Peppercorn describes Villa-Lobos as an outgoing person, who wanted to be
original, so sometimes he could embellish facts about his own life. During the
conversation with the musicologist, Villa-Lobos said he made not two, but three trips,
and describes with rich details his adventures across an almost impractical itinerary,
sailing rivers inside the Amazon, encountering Indian tribes, going from Belém to
Manaus, reaching as far as Iquitos in the Peruvian rain forest. The routes he claimed he
traveled through are very challenging to travel even today, so in the beginning of the
20th century they were certainly even harder to navigate.
Probably observing that many of his foreign admirers from Europe were
ignorant about Brazil’s reality, Villa-Lobos enjoyed telling them some adventurous
stories, adorning them with some incredible details. Peppercorn confessed that she tried
fruitlessly to find people who could confirm or deny such descriptions, but she
concludes it is not likely to find out the truth about those journeys.11
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Still, according to Peppercorn’s perception, even though the trips themselves or
at least part of them were likely to be true, the idea of a man alone entering tribes in the
middle of a virgin forest seems to be impractical. She claims that Villa-Lobos'
friendship with Roquete Pinto could have sparked his imagination. Roquete Pinto was
an explorer who wrote the book Rondonia, in which the expedition he did to the interior
of Brazil, led by General Rondon, is described with details. Roquete Pinto collected
chants and folk tunes from the indigenous tribes he encountered, and they are gathered
in the National Museum in Rio de Janeiro. Peppercorn deduced that perhaps VillaLobos recognized himself in such descriptions, meeting natives eye to eye and
recording their music. In any case, the important thing is that he indeed traveled and
the cultural contacts and exchanges he experienced notably influenced his body of
work. His books of Canto Orfeônico, orpheonic chant, and his Cirandas for piano are
clear examples of the use of folk melodies gathered during his journeys. Whether the
stories are fantasy or reality, they do not diminish the greatness of his art, on the
contrary, they add charm and mystery to the man who became one of the most prolific
composers of the Americas.

2.4 Switch from popular to art music
Around 1906/0712 Villa-Lobos started to switch his creative ambitions from
popular to more serious music, so to further develop his technical dexterity in
composition, he decided to pursue formal studies in music and entered the Instituto
Nacional de Música at the age of twenty. However, Villa-Lobos followed the course
only intermittently, and so a few years later he reinforced his education and skills taking

12

Scholars were not able to establish an exact date when Villa-Lobos started his formal studies.

12

lessons on harmony with some renowned professors such as Agnelo França and the
Brazilian composer Francisco Braga13.
In November 1913 Villa-Lobos married Lucília Guimarães, an accomplished
pianist who helped him in his efforts to compose and advised him technically,
especially regarding piano writing. The marriage encouraged Villa-Lobos to have a less
bohemian lifestyle, and he could dedicate more time to compose and practice,
especially the cello. His endeavors allowed him to join the orchestra of the Rio de
Janeiro Municipal Theater as a violoncellist, and so he began to have a deep contact
with classical orchestral repertoire and opera. The orchestra performed a large quantity
of international compositions, and periodically presented operas, ballets and symphony
concerts, including some Brazilian premieres of important works such as Salomé (1905)
and Rosenkavalier (1911) by Richard Strauss. Furthermore, the orchestra was
periodically conducted by famous composers and conductors at the time such as Pietro
Mascagni, who conducted his Isabeau in July 1911, and performed famous
contemporary works frequently played in Europe. Works such as Die Walküre (1870)
and Parsifal (1882) overtures by R. Wagner were among the titles performed, and also
some Russian ballets under Michael Fokine and W. F. Nijinskij. Additionally, French
pieces such as Debussy’s Prélude al'Après- Midi d'un Faune (1894) were heard.
The regular experience of playing in the orchestra, watching the instruments and
conductors, reading scores and investigating the orchestration and listening to music
from important composers awakened Villa-Lobos’s curiosity and interest, and had a
deep effect in his musical approach. Especially the Russian music of Stravinsky, with
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its harsh rhythmic ostinatos and the harmony from the French impressionism of
Debussy had clearly influenced Villa-Lobos’s musical thinking, and those influences
would be noticed later in many of his works, for instance in the Chôros series.14
Villa-Lobos was developing his skills first by closely watching the composers
of popular music and playing with them, and examining serious music from the
perspective of an orchestral musician. Blending these two music worlds, he created a
personal approach to composition, and started to write music for various formations:
songs, pieces for piano, violin and cello, chamber music and small works for orchestra.
His production as a composer grew rapidly, and musicians and groups started to be
interested in performing his pieces. This helped Villa-Lobos to begin to consider
himself as a composer of serious music and seek recognition.
The year 1915 was a milestone in the composer’s life. It was when the first
public presentation of his music took place, thus can be considered the beginning of his
career as a composer. Villa-Lobos was almost 28 at that time, and he had the
opportunity to exhibit his compositions on five occasions that year. The first concert
occurred in January 1915 in a small theater in the mountains of Nova Friburgo, a small
town near Rio de Janeiro, when he presented himself and performed some of his
compositions with his wife Lucilia on the piano. In February, Villa-Lobos presented
two other small concerts of his works at the Odeon Cinema, in Rio de Janeiro. Then in
July he was invited by the composer Francisco Braga to include a work for string
orchestra in one of the concerts given in the Municipal Theater of Rio de Janeiro. This
was a great opportunity for a young composer to show a work to a larger audience, so
Villa-Lobos offered his Suite Característica (1913) to be performed. These first
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favorable circumstances encouraged him to organize a concert in November at the
saloon of the Jornal do Comércio, where he presented chamber works for violin, cello,
baritone, and piano.15 Although the newspapers of the time were not accordant in their
opinions about Villa-Lobos’s music, they admitted the young composer had talent.
Villa-Lobos, enthusiastic with his fist appearances as a composer, resolved to dedicate
his time and effort exclusively to composition and chase ways to have his music
performed and proliferated.16
Until 1917 Villa-Lobos kept organizing his own concerts, presenting mainly
songs and chamber works. In 1918 the composer started to write more frequently for
orchestra, and sometimes got invitations to conduct his own pieces. These opportunities
inspired him to produce a huge amount of works, music mainly internationally
influenced, as he was performing many European works as an orchestral member.
Peppercorn listed some crucial works performed by the orchestra of Rio de Janeiro’s
Municipal Theater in the year of 1917: the Russian ballets (under Diaghilev’s direction)
L’Oiseau de Feu (1910) and Petruchka (1911); Ravel’s Daphnis et Cloe (1912) and
pieces by Rimsky-Korsakov; Wagner’s Tristan und Isolde (1865), Duka’s l’Apprenti
Sorcier (1897), Vicent D’Indy and Italian music; and Mahler’s first symphony,
amongst other important works. Villa-Lobos’s contact with all these works greatly
expanded his musical thinking, though his own voice as a Brazilian composer was still
in evolution. One event would contribute to eventually leading him away from his
intense connection with the international style, bringing him to a more nationalistic
approach: the Week of Modern Art in São Paulo in 1922.
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2.5 The Week of Modern Art
In February of 1922 the newspapers announced one event that would be of
crucial artistic relevance in Brazil, the Week of Modern Art. The event would be part
of the centenary of the country’s independence celebrations, and it was staged in the
Municipal Theater of São Paulo. The goals of the event were to renovate the cultural
and artistic environment, demonstrating a Brazilian art aligned with European avantgarde tendencies of the time, without losing the national essence. Among writers,
painters and intellectuals, Villa-Lobos was the only composer to attend the event.
It is interesting to consider why this event took place in São Paulo. According
to Picchi (2010), between 1900 and 1920 the population doubled in size in São Paulo
as the industries grew rapidly. Immigration also increased, as people from other parts
of Brazil were coming to São Paulo seeking work, and also people from all over Europe,
especially after World War I, were looking for a new place to start their lives.
The profit from the coffee exportation was employed to bring electricity, new
buildings, new machines and even cars to the city. The Ford company came to Brazil
in 1920 as its first automobile industry in the country. The economic expansion was so
considerable that newspapers wrote that São Paulo was carrying the rest of the country
on its shoulders, and should separate from it.
The cultural environment in São Paulo was permeated by French ideas and
fashion, as Paris was the intellectual center in the twenties. The French Belle Époque17
dictated tastes, manners and trades in the tropical lands, and its influence was perceived
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especially in the rich families, whose parents sent their young to study in Paris. The
elite also visited the city frequently and admired the French writers and artists. Many
of their members were fluent in French, and enjoyed reading books in the original
language. The admiration for the Parisian refined manners was so extreme that they
imitated the French ways in their house decoration, their clothing and so forth. The
cinema industry also caused foreign repercussions emphasizing Hollywood
productions, which generated aspiration for consumerism and imitation of the
American life. Furthermore, the rich people from the newborn industry brought the
cultural novelties from Paris and the United States to São Paulo, dictating and creating
an European environment in cafés, restaurants, libraries, clothing and so on.
All this movement of admiration for foreign cultures was despised by the
intellectuals and artists of the bourgeoisie, whose members were on one hand
unsatisfied with the rules and styles of the Classic art and literature, and on the other
seeking a new way for their artistic expression. Many of these artists studied in Europe
and had contact with the artistic vanguards such as Cubism, Dadaism, Futurism,
Surrealism and so forth, so they brought to Brazil these new ideas, and started a broad
cultural movement called Modernism within the Brazilian context18.
The Week of Modern Art of 1922 was the launching event of Modernism in
Brazil and brought together many of the artists who were anxiously pursuing an original
way for their art. However, the pure imitation of the European tendencies was not
enough for them. The necessity for creating a national identity using art as a vehicle
made these artists use elements that would be considered or recognized by them and
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the audience as truly Brazilians. So, their art utilized Brazil’s indigenous and/or folk
aspects mixed with techniques from the European vanguards, creating a cultural trend
called Nationalism. So, the event had a historical importance not only for Modernism,
but also for Nationalism, and Villa-Lobos was greatly affected by the ideas of this trend.
Prominent Brazilian intellectuals and artists participated in the Week of Modern
Art such as the Brazilian painter Anita Malfatti (1896-1964), who had studied in Berlin
and in the United States; the poet, writer and journalist Oswald de Andrade (18901954), author of the Manifesto Pau-Brasil (1925) and Poesia Pau-Brasil (1925);
Manuel Bandeira (1886-1968), poet and literature professor, author of Libertinagem
(1930); Graça Aranha (1868-1931), Brazilian poet and diplomat; and the poet,
musicologist and critic Mario de Andrade (1893-1945), author of Macunaíma (1928),
central figure in the Brazilian Nationalism and one of the organizers of the Week. The
contact with this intellectual environment certainly had a considerable impact on VillaLobos’s artistic approach. Additionally, his connection to Mario de Andrade
encouraged him even more to pursue an unique voice as a composer, as his music was
blending folk materials with European methods.
Mario de Andrade was an undisputed leader of cultural nationalism in Brazil as
Hamilton-Tyrrell (2005) explains. Andrade left a huge collection of articles, essays and
books about Brazilian music and art, and inspired generations of composers to embrace
brasilidade (Brasilianism) in their songs, operas, and instrumental works. Besides
Andrade’s weekly writing in relevant newspapers, he was also a full professor of music
history, aesthetics, and diction in São Paulo Department of Culture and through his
classes and lectures he gained many followers.
Andrade’s ideology brought consciousness about Brazil’s current social reality
and proposed a cultural renewal based on the usage of genuine and pure native
18

resources to accomplish a nationalist aesthetic. Andrade’s idea of making a legitimate
Brazilian art exploring folk material dominated the musical nationalism school of
which Villa-Lobos became one of its most representative figures. Andrade considered
him completely national and defended his music against traditional conservative’s
opinions. Andrade also believed that only music in which people could recognize
themselves would be a form of legitim art, and Villa-Lobos was pursuing that
conception in his compositions.

2.6 Villa-Lobos’s Travels to Europe
After the experience in the Week of Modern Art and the contact with
intellectuals and artists, Villa-Lobos nurtured the eagerness to travel abroad and expand
his knowledge. In 1922 he was already a prominent figure in the Brazilian musical field,
so some of his friends petitioned the Chamber of Deputies for monetary support to
finance Villa-Lobos’s travel to Europe. After some discussion the motion was
approved, and the composer received a government grant that gave him the opportunity
to go to Paris. He spent a year there, from the summer of 1923 to the next summer of
1924.
In touch with all the cultural and intellectual novelty of Paris, Villa-Lobos
noticed that the French impressionism of Debussy (1862-1918), one of his great
inspirations, was not getting much attention anymore. The intellectuals and artists of
the effervescent Paris were more interested in original music, modern and with a
national character, such as the music of the Russian Igor Stravinsky (1882-1971).
Villa-Lobos jumped into the Parisian artistic atmosphere with the help of some
Brazilian artists who were living in the French capital such as the painter Tarsila do
Amaral (1886-1973) and the soprano Vera Janacópulos (1886-1955), who sang Villa19

Lobos’s music in recitals through many countries. Arthur Rubinstein (1887-1982),
Polish-American classical pianist who enthusiastically defended Villa-Lobos’s music
also helped him in this period in Paris.
Villa-Lobos discerned that the aesthetic tendency in the current days in Europe
was the use of folklore and national elements, so he determined to leave behind the
internationalism in his compositions, giving room and expressiveness to the “soul” of
Brazil in his art19. Villa-Lobos saw the opportunity and occasion to have an unique
voice as a composer using Brazilian indigenous and folk material in his works, and this
insight was a turning point in his career as a composer.
Because of some cuts in the initial budget of the government’s grant, VillaLobos was forced to return to Brazil in 1924, but the one-year experience in Paris
caused him to be even more interested in the investigation of Brazilian sources to use
in the music he wanted to write. At the time of his arrival in Brazil, the Brazilian poet
Manuel Bandeira (1886-1968) described:
Villa-Lobos acaba de chegar de Paris. Quem chega de Paris espera-se que
chegue cheio de Paris. Entretanto, Villa-Lobos chegou cheio de Villa-Lobos.20
Villa-Lobos has just arrived from Paris. Who comes from Paris is
expected to be full of Paris. However, Villa-Lobos arrived full of Villa-Lobos.

When Villa-Lobos arrived in Brazil he was indeed avid for diving into Brazilian
indigenous sources, so he frequently visited Rio de Janeiro’s National Museum, where
he listened voraciously to the sound repository of indigenous music that had been

19

Lisa Peppercorn "THE FIFTEEN-YEAR-PERIODS IN VILLA-LOBOS's LIFE." Iberoamerikanisches Archiv, Neue Folge, 5, no. 2 (1979): p. 187. Accessed January 8, 2021.
http://www.jstor.org/stable/43392262.
20
Information obtained in the Villa-Lobos Museum website.
https://museuvillalobos.museus.gov.br/biografia/. Accessed January 18, 2021, free translation from
Portuguese to English.

20

gathered by Roquete Pinto21 and other researchers. Additionally, the composer started
to study native instruments and melodies from old tribes, reading books and seeking
scientific sources of authentic indigenous materials. In this way Villa-Lobos shook off
classical traditionalism on one hand, and internationalism on the other, and commenced
to create his own vision of a Brazilian style in his compositions.
Villa-Lobos’s own inventive creations dared to challenge traditions regarding
form, style and even titles. The titles and musical terms of his works were beyond any
tradition, as he used words from popular music and folklore such as Chôros, Cirandas,
Serestas, traditional titles of Brazilian popular music, mixing them into the formal
vocabulary of serious music.
During his sojourn of two and a half years in Brazil (1924/1927), before his
second trip to Europe, he presented his latest compositions in São Paulo and Rio de
Janeiro, and gained much reputation among artists, critics, and audiences as one of the
most representative composers of his generation. This prestige allowed him to obtain
financial sponsorship of wealthy Brazilian industrialists and philanthropies that enabled
him to return to Paris for a three-and-a-half-year trip from January, 1927 until June,
1930.
Accompanied by his wife Lucília, this second trip to Paris was full of
opportunities to propel Villa-Lobos’s career as an international composer. Financial
support was not an issue anymore, so Villa-Lobos started to compose ardently, and had
his works often performed in public, gaining considerable notoriety among artists. He
even signed a contract to have some of his music published by Editions Max Eschig in
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Paris, and he was discussed in the musical press from both Europe and Brazil as a
controversial figure, whose production was full of inventive and daring character.
Villa-Lobos also met some new friends, important artists of the time who would
help him to spread his music. Among them were the Brazilian-French pianist Magda
Tagliaferro (1893-1986), the English composer and orchestral conductor Leopold
Stokowski (1882-1977), and the composers Edgar Varèse (1883-1965) and Arthur
Honegger (1892-1955), among others. Through his friendships and contacts, he had
many of his works performed by orchestras conducted by himself in many important
cities all over Europe, always causing strong reactions among the audience and the
press due to his audacious musical language.
In 1930 Villa-Lobos returned to Brazil, attending an invitation to give a concert
in São Paulo. He believed it would be only a short visit, and that he could return to
France as soon as possible, a fact that would not happen in the upcoming years. Instead,
Villa-Lobos would embark on a new chapter of his life, dedicating himself to a
completely different activity.

3.7 Estado Novo and Orpheonic Chant education program
A political event that occurred in 1930 in Brazil changed the direction of VillaLobos’s career and life: the revolution in Brazil in 1930 and the ascension of its leader
president Getúlio Vargas (1882-1954). Leading a military coup, Vargas took over the
power and started his agenda of intense economic, political, and cultural changes. The
so-called Vargas Era was a period of great industrial growth and modernization, though
under the guise of corporatism and nationalism. President Vargas had a deliberate will
of unifying the country, spreading an ideology of patriotism. He criticized the past
politicians of the “first republic” and argued that his new organic plan of nationalism
22

would reinterpret Brazil’s identity. Vargas proposed a model of education to “save” the
country, bringing back consciousness and pride to Brazilian people. Professional and
technical instructions became more important than the regular academic programs. He
proclaimed that education’s aim was to prepare citizens to work in the various types of
industry and bring progress to the country. Beliefs such as obligatory public school free
of cost for everyone and education as a tool to preserve and develop the national identity
were highly advocated by the government. 22
According to Vassberg (1975), Villa-Lobos, who had recently returned from
Europe, was upset with the music education reality. Compared to Europe, Brazil had
little investment in education, only 30 children finished elementary school out of a
thousand and practically none had access to a music program in public schools.
Therefore, Villa-Lobos started to analyze the situation of music education in the city of
São Paulo, and proposed a large educational project to the state governor Julio Prestes
(1882-1946) who declined the proposal. Then Villa-Lobos, upset with the negative
answer of the governor, thought about traveling back to Europe.23
Gustavo Capanema (1900-1985), Vargas’s Minister of Education, who was
already using music, radio and cinema to spread the patriotic ideals was searching for
a person who could lead a national education program. At the time, Villa-Lobos had an
established career in Brazil and abroad, and he had already written several works based
on his research all over the countryside of Brazil and consequently he was the obvious
choice to be the mentor of the national music education efforts. He was then invited to
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meet the new revolutionary leader Getúlio Vargas and presented him the project.
Vargas had already in mind the idea of using culture to elevate patriotism, integrating
national values into public education and to make music, particularly civic anthems, a
crucial element of their policy24, and accepted Villa-Lobos’s idea. So the national
education program, later called Canto Orfeônico, orpheonic chant, took music as an
aggregator element and Villa-Lobos was the brain behind it.
Researchers are not unanimous about positive or negative effects of the Canto
Orfeônico program. Ferraz (2012) analyzes that Villa-Lobos program shared many
common points with Vargas ideas which were to spread the belief of an homogeneous
society with intrinsic patriotism and discipline. Vargas planned to disseminate his
ideology using public education, hence Canto Orfeônico was a perfect tool to
implement it. Villa-Lobos started his project in Rio de Janeiro, the capital of Brazil at
the time, and progressively reached other parts of the country. Ferraz affirms that even
though Villa-Lobos’s ideas were truly educational, his program was permeated with
political purposes camouflaged under the ludic character of music. Massive propaganda
was used to promote the regime, including posters and pamphlets showing happy
children beside President Vargas and lyrics with considerable patriotic commendation
used in Villa-Lobos’s music. Thereby, concepts of civic pride, discipline, patriotism,
nationalism, and other state ideologies were indoctrinated into in children’s heads
through Villa-Lobos’s education program. 25
Monti (2014) presents a different point of view in his research. He interviewed
six teachers who had studied with Villa-Lobos in the Orpheonic Chant Conservatoire
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in Rio de Janeiro, an institution directed by the composer for several years. The author
explains that all the interviewed teachers commend Villa-Lobos’s program, declaring
that it celebrated the Brazilian folk music and helped students to become good citizens.
The interviewed teachers also praised president Getúlio Vargas’s administration, citing
the education laws he created and the positive changes he addressed in Brazil’s
society.26
Besides the researcher’s opposite opinions, the fact is that Villa-Lobos’s music
education program spread to many regions of Brazil. Harte (2017) explains that the
Canto Orfêonico program was officially included in the national curricula of primary,
secondary and professional schools in 1931, and in 1932 the government formed the
Superintendence of Music and Artistic Education, and Villa-Lobos became its director.
A few years later the government created the National Conservatoire of Orpheonic
Chant, and the composer was also invited to run it. Villa-Lobos served as director of
national music education until Vargas' resignation in 1945.27 In summary, the Canto
Orfeônico project connected music education with patriotism and perfectly suited the
political expectations of the Estado Novo regime.28
Villa-Lobos's ingenious program had some direct influences. According to
Amato (2008) Canto Orfeônico, was a choral program originated in France in the 19th
century used as a choral activity in schools. The name was used for the first time in
1833 by Bouquillon-Wilhem, singing professor in Paris, and was inspired by the
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Orpheus’s myth. Besides the obvious French influence (Villa-Lobos lived in France for
years), Amato also points out that Villa-Lobos was inspired by Zoltan Kodaly’s
pedagogical work in Hungary. Many similarities can be pointed between Kodaly’s and
Villa-Lobos’s programs: music is a universal right; music education can develop the
human character; the voice is the best way to learn music considering that it is
accessible for every person; high quality folk music must be used for educational
purposes; teachers need to be trained for the arduous task of teaching music. These
concepts all together were aligned to President Vargas regime’s intentions, as choral
activities are a suitable tool to integrate concepts into a collective thought.29 He
assembled rhymes and folksongs for one to four voices in a collection that would later
be known as Guia Prático, Practical Guide, and it served the scholars as material for
rehearsals and studies.
Villa-Lobos, already an established composer, known in Brazil and abroad,
proved to be also a resourceful pedagogue. As a result of his outstanding work, he was
invited to go to Berlin and Prague in 1936, representing Brazil in a Music Education
Congress. In this same year he would marry his second wife Arminda.
Villa-Lobos created his own materials to be used by students from the whole
country. Vassberg (1975) describes Villa-Lobos's interesting methods of teaching. He
created a system of musical notation called manossolfa which was inspired by the
Italian monk Guido d’Arezzo from the 11th century. In this system the conductor used
hand signals to indicate dynamics, rhythms, and pitch for the singers. Monossolfa
employed hand signs that could serve for any key and any chromatic notes,30 and it was
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an astute way to teach music to musical illiterates, also a way to avoid the complicated
and long process of teaching note reading. From the economic aspect Villa-Lobos’s a
capella methods also turned out to be an inventive idea, and the low cost enabled the
project to become widespread quickly.
Vassberg also examines that the only concern with Villa-Lobos’s project
success in such a large program was to provide qualification for teachers. That issue
was solved with the creation of Superintendência de Educação Musical e Artística
(SEMA), Music and Artistic Education Department, of which the composer was
director. It was established in Rio de Janeiro and built an extensive program to train
teachers both in music theory and orpheonic chant method. Certificates and diplomas
were given to teachers who completed the course, and they also received books with
Brazilian music composed and arranged by Villa-Lobos for many vocal formations.
The success of the program was notorious, and some years later the Conservatório
Nacional de Canto Orfeônico was created and became the national center for teacher
training.31
Besides creating and spreading the music program to many parts of Brazil,
Villa-Lobos would also rehearse thousands of students for public presentations,
especially for important civic dates such as Brazil’s Independence Day. According to
Harte (2017), in 1931 the composer gathered twelve thousand people to sing as a choir
in a soccer stadium. Later, an excerpt from the New York Times, September 8th 1941,
narrates Vargas’s speech in a soccer stadium broadcasted over radio to the whole
country. The speech was about the Latin America position in the Second World War.
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The stadium had 60 thousand people, where 30 thousand students sang patriotic songs
directed by Heitor Villa-Lobos.32
To organize such an extensive number of students, Villa-Lobos would use his
strong personality to rehearse and control those colossal choir masses. To exemplify
the authoritarian personality of the composer, Mariz (1988) reports an amusing episode
when he was in Rio de Janeiro and came to a choir rehearsal conducted by Villa-Lobos
in one of those massive choir concerts the composer commonly presented from time to
time. Mariz was an assistant and helped to organize the crowd of students who were
singing. Suddenly some argument started between some of the students and VillaLobos got mad and gave them some slaps in the head. Mariz was there trying to help
and received one slap.33
Villa-Lobos was a controversial figure, and authors have different opinions
about his contribution to Brazilian music education during Vargas’s regime. It is
interesting to think that Villa-Lobos used folk material long before Vargas rise to
power, and that the composer’s intentions were primarily positive and perhaps free of
political ideology. However, he has worked close to Getúlio Vargas and other highlevel administrators, and the president was known as an authoritarian figure. Despite
Villa-Lobos claiming his project was clear from political contamination, the facts
presented in many papers prove the contrary. The pedagogical material he prepared for
his program, the lyrics of his songs and his engagement in the huge political events in
soccer stadiums clearly exposes his pact with the regime. The contributions of VillaLobos pedagogy, on the other hand, are invaluable. His passion and creativity had a
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large impact on the music education philosophy in Brazil, and its effects still remain
today.

Figure 3: Orpheonic concentration of 10,000 voices and military bands

Figure 4: Villa-Lobos conducting an orpheonic concentration in Vasco da
Gama stadium in Rio de Janeiro
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2.8 United States and Europe
With his efforts and accomplishments during the Canto Orfeônico program,
Villa-Lobos became a personality of great respect and recognition. A bust of him was
made and displayed at the Municipal Theater of Rio de Janeiro, and on his own
initiative he created the Conservatório Nacional de Canto Orfeônico in 1942, and the
Academia Brasileira de Música, the Brazilian Academy of Music, in 1945. In those
days, Villa-Lobos’s compositions were sparse, except for his famous series Bachianas
Brasileiras, in the neoclassical style that remained from his Parisian days.
According to Peppercorn (1979), some politics such as the Fall of France in
1940 by the Nazis, and the role the United States would take in World War II brought
transformations to Brazil and caused repercussions on cultural and intellectual life.
Always in consonance with European ideas and culture, particularly those from France,
Brazil would, during and after World War II, turn its attention more towards the United
States. French was replaced by English as an official foreign language taught in schools.
President Franklin Roosevelt’s Good Neighbor Policy promoted cultural exchanges
between Brazil and the United States, so scholars, orchestras, lectures, researchers, and
artists visited both countries trading ideas and knowledge.
The 1939 World’s Fair in New York City brought attention to the art made by
Latin American artists, and one of the most famous exponents in the whole continent
was Villa-Lobos. He was idolized by those who visited Brazil, so he received several
invitations to go to the United States to perform his music and conduct his orchestral
works. At first Villa-Lobos was reluctant to accept the invitations but convinced by
maestro Leopold Stokowski he finally went to Los Angeles and conducted an American
orchestra for the first time.
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After the war, the United States emerged as the most powerful economy of the
world, as Europe was in pieces, trying to rebuild itself. Additionally, escaping the
horrors of the holocaust, many artists had immigrated to the United States, so the
cultural and intellectual environment there was in effervescent expansion. All these
conditions gave Villa-Lobos the opportunity to have international success in his last
years.
His first concert in California was a complete success, and he also received an
honorary degree from the Occidental College in Los Angeles. Villa-Lobos proved to
be a competent composer-conductor, and his fame resulted in invitations to conduct the
major orchestras not only in the United States, but also in Europe, Israel, and countries
in Latin America. He received honors and commissions for new compositions from
many places, including a work dedicated to São Paulo’s fourth centenary anniversary,
and he was also asked to write music for the Vatican and many private wealthy people.
On the occasion of his seventieth anniversary in 1957 he got an editorial in the New
York Times, and Brazil made that year Villa-Lobos’s Year. Additionally, a Villa-Lobos
Museum was intended to be constructed, but the composer had objected to it during his
lifetime. Later in June 1960, after Villa-Lobos’s death, president Juscelino Kubtschek
(1902-1976) signed a decree establishing the Villa-Lobos Museum in Rio de Janeiro.
Villa-Lobos’s last years were not only successful. Destiny had struck him with
bladder cancer, which made him embark on a severe medical treatment until the end of
his life. Even after a successful surgery in New York Memorial’s Hospital in 1948,
consequences such as overcharging kidneys would accompany him until his death on
November 17, 1959 in Rio de Janeiro.
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Figure 5: Villa-Lobos conducting in Vienna, 1955

Figure 6: Villa-Lobos conducting the New York Philharmonic and Schola
Cantorum Choir in Carnegie Hall, 1957
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Figure 7: Villa-Lobos exhibiting Brazilian percussion instruments to
Eugene Ormandi, 1945

Figure 8: Heitor Villa-Lobos
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CHAPTER 3
THE TROMBONE IN THE SYMPHONY ORCHESTRA

3.1 Historical overview
Giovanni Perluigi da Palestrina describes the traditional trombone section
containing three voices: the alto trombone playing the highest part; the tenor in the
middle voice; and the bass playing the lower part.34 At that time the instrument was
closely related to sacred music, and it was utilized by composers such as Giovanni
Gabrieli, Orlando di Lasso and Monteverdi. Additionally, for its vocal quality, the
instrument was frequently used as colla voce to reinforce voice parts and used in
orchestras and ensembles. J. S. Bach used the instrument doubling the choir in some of
his cantatas, and Handel also wrote parts for trombone in his oratorios.
The direct predecessor of the trombone was the sackbut, smaller version of the
modern instrument used in the XV century. The sackbut was descendant of the slide
trumpet35, and it was called trombone in Italy, saqueboute in France and Posaune in
Germany. As a brass instrument that could play a complete chromatic scale thanks to
its moving slide mechanism, it started to be frequently used in sacred ensembles. The
brass instruments before the sackbut could produce only a limited number of notes, the
ones corresponding to the partials of the fixed tube, so their use was commonly
relegated mainly to military and royal celebrations. In the XVI century, when
polyphony was becoming important, composers started to prefer the sackbut among
other brass in many instances, as it was as resourceful as the other instruments such as
the strings.
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Later in the XVIII century German composers began using the trombone in
operas. C. W. Gluck was a major composer who wrote parts for trombone in his operas
such as Alceste (1767), but its use was manly doubling the choir and parts of other
instruments. According to Dueppen (2012), W. A. Mozart was the composer who used
the trombone in more innovative ways to reinforce and enhance the drama in operas
such as Idomeneo, Don Giovanni and The Magic Flute.36
In the 1800s orchestras have reached the similar size and proportions as known
today, and the trombone had its first important appearance in the symphony orchestra
outside the sacred music in Beethoven’s Symphony No. 5 between 1807 and 1808.
Beethoven would also use two trombones in his Symphony No. 6, and the traditional
trombone trio of alto-tenor-bass in his symphony No. 9.
Following Beethoven, composers started to write for the trombone section
within the orchestra set with increased frequency. Hector Berlioz explored new
sonorities and dynamics for the trombone in works such as his Symphonie Fantastique.
Mendelssohn wrote an important part for the trombone section in his Symphony No. 5
“Reformation”, and Rossini wrote parts of chromatic virtuosity in his operas, bringing
dramatic features to scenes such as thunderstorms. Weber wrote dramatic parts for
trombone in his operas, and Wagner used the trombone section in a very powerful and
expressive way in his operas, such as The Ring, Tanhäuser and Die Meistersinger.
Bruckner explored the instrument in a wide range of dynamics in his symphonies, as
well as Sibelius. Dvorak wrote in a brilliant way for the trombone, and made use of
very soft dynamics such as in the beginning of his Symphony no. 8. Tchaikovsky is

36

Dueppen, Timothy M. The trombone as sacred signifier in the operas of Wolfgang Amadeus Mozart.
University of Houston, 2012.

35

also a worthy composer to mention as the trombone has an important role in his
symphonies.
Mahler treated the trombone as a soloist within the orchestra on many occasions.
In his Symphony No. 3, there are many large solo appearances for the trombone, and
the composer was meticulous concerning details on how to perform them. Stravinsky
also developed the trombone orchestral writing, using glissando effects and harshpercussive articulations such as in Firebird and Petrushka. He also used the trombone
as soloist in his chamber work A Soldier’s Tale. Shostakovich was also a composer
who employed the trombone as a leading instrument in his operas and symphonic
works. Also, Strauss wrote some very demanding parts for the trombone section in
works such as Ein Heldenleben (A Hero’s Life) and operas such as Salomé.
The French composers also explored the instrument extensively. Cesar Franck
in his Symphony in d minor and Saint-Saens in his Symphony No. 3 wrote some
engaging parts for the trombone section. Bizet, Gounod, Offenbach and Massenet also
explored the trombone sonority in his operas, as well as Poulenc. Debussy and Dukas
also used the instrument in the orchestral set, and Ravel wrote the famous trombone
solo in his Bolero, a keystone in the trombone orchestral repertoire.
Among the 20th century orchestral music for trombone, composers from the
second Viennese School wrote some very demanding technical passages, with extreme
range and virtuosity. Important examples are found on Alban Berg’s Three Pieces for
Orchestra, and in the operas Lulu and Wozzek.

3.2 Villa-Lobos’s low brass orchestral music
Villa-Lobos’s orchestral music for low brass is vast and rich. The low brass
section is frequently asked to play many passages with virtuosity and polyrhythm in
36

relationship with the orchestra. Examples are the Chôros No. 8, 9, 10, 11 and 12,
Bachianas Brasileiras No. 2, 4 and 7, Floresta do Amazonas and Uirapuru, among
many others.
Although Villa-Lobos did not write a solo piece for trombone, his orchestral
literature gives the instrument a leading role with many solos and low brass structural
extracts. His writing is so vivid and creative that it makes us wonder if it is a possibility
that the composer knew a trombonist personally and had taken advice, but it is not
possible to assure that now.
The Brazilian orchestral literature for trombone started around the XVIII
century in works by composers such as Padre José Maurício (1767-1830), who wrote
parts for the instrument in some of his works, but still related to a sacred tradition. There
are a few other Brazilian composers who wrote orchestral parts for low brass such as
Alexandre Levy and Francisco Braga. Alberto Nepomuceno (1864-1920) in his
Sinfonia em Sol menor uses a complete low brass section of two tenor trombones, bass
trombone and tuba. His writing is close to the traditional German style, with chord
blocks, serving generally as harmony and rhythm reinforcement, with bass trombone
and tuba playing in unison in most parts. This conservative way of writing for the low
brass instruments was predominant in the Brazilian orchestral literature for the low
brass section before Villa-Lobos.
Villa-Lobos certainly built his low brass orchestral writing upon the tradition of
some of the cited Brazilian composers, but he went further, developing the instrument
range and technique. He mixed all his experience in the popular street music, with his
knowledge as an orchestral player and self-taught musician to write some interesting
and creative trombone parts. The role of the trombone section in Villa-Lobos’s music
was prominent and active, not only a reinforcement of harmony or rhythm. He treated
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the trombone as a solo instrument in many instances and explored different sonorities
using mutes, glissandos, and other effects. Rhythmically, the parts are complex and out
of the European tradition, with utilization of Brazilian rhythms, polyrhythm passages
and ostinatos.
Villa-Lobos employed the low brass instruments not only in the conventional
set of two tenors, one bass and tuba, but in different sets from one trombone up to four,
with or without tuba. When using one trombone, for instance in Chôros No 3 and No.
4, he treated the instrument as a soloist with a completely independent part. When using
two tenor trombones as in Chôros No. 10, although playing in unison in many parts,
the spectrum of expressiveness is wide, from doubling the voices of the choir to the use
of harsh articulation effects and glissandos. When using four trombones and tuba as in
Chôros No. 6, 8, 9, 11, 12 and Introdução aos Chôros, although it is not indicated, in
this formation of four trombones usually three tenors and one bass are used, but it would
also be a possibility to use two tenors and two basses in certain works, if available. The
third and fourth parts are many times written in unison, and present quite low notes
with technical challenges. The third trombone parts can be played by a skillful tenor
trombone player, but if not, the sonority in fast low extracts could suffer and the result
would be not ideal. This opinion is also corroborated by professional colleagues, and
by many performances this author has participated in.
In terms of range, Villa-Lobos used a wide tessitura in the low brass instruments
in his orchestral music, and especially in his Chôros series. The tessitura used in the
tenor trombone parts in the Chôros series, considering trombones 1, 2 and 3, goes from
D-flat-1 to C-flat-4; the bass trombone range (trombone 4) goes from B-flat-1 to C3;
and the tuba range goes from E0 to C-sharp-3.
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Tenor trombone range:

Bass trombone range (trombone 4):

Tuba range:

Villa-Lobos treated the low brass section in a highly innovative way. Some of
the features used by the composer are addressed in the following considerations:
∙ Polyrhythm
Polyrhythm was an extensively used feature by Villa-Lobos in his works, which
was an innovative expansion from the traditional isorhythm block writing for the low
brass section. In this excerpt from Chôros No. 8 a polyrhythmic motion can be noticed
within the trombone section. While the first trombone plays a sort of ostinato, the
second trombone performs a melody followed by an intervention of trombones 3 and
4.
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Musical example 1: Chôros No. 8, R.N. 6
Another example of a polyrhythmic motion where each musician plays against
each other’s silences. The result is just one rhythmic line:

Musical example 2: Chôros No. 9, R.N. 24
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∙ Syncopation
Syncopation was a feature widely used by Villa-Lobos. Here is an example from
a solo for trombone 1 from Chôros No. 12, R.N. 78:

Musical example 3: Chôros No. 12, R.N. 78
Another example of syncopation for tenor trombones soli in Chôros No. 9:

Musical example 4: Chôros No. 9, 6 measures before R.N. 72
∙ Ostinatos
The use of the low brass section as an accompaniment “machine” is evidenced
in rhythmic ostinatos such as in this excerpt from Chôros No. 8:
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Musical example 5: Chôros No. 8, R.N. 2
∙ Solo appearances

Villa-Lobos treated the trombone as a leading and solo instrument within the
orchestra, and there are many solo appearances within the Chôros series. Some of the
trombone solos present are rhythmically complex and demanding. Many of these
rhythms certainly have their roots in Villa-Lobos’s approach to Brazilian popular music
brought to a more serious symphonic setting. In Choros No. 11, two measures after
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R.N. 25, there is an example of a difficult excerpt in terms of range (F1 to Cb3) and
rhythmic accuracy:

Musical example 6: Chôros No. 11, 2 measures after R.N. 25
In the next excerpt the third trombone plays a solo in the first measure, followed
by one measure of second trombone solo, and eight measures solo of the first trombone:

Musical example 7: Chôros No. 11, R.N. 56
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∙ Soli

The low brass section has a structural role on Villa-Lobos’s Chôros, acting in a
wide range of possibilities. The composer wrote several soli for the low brass section
in different instances, whether as a whole section, tenor trombone duets, third trombone
with bass trombone, tuba trios and so forth. On this excerpt the whole low brass section
plays this melody on Chôros No. 6:

Musical example 8: Chôros No. 6, 4 measures before R.N. 38
On the next excerpt the trombone section plays a thematic material on Chôros
No. 12:
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Musical example 9: Chôros No. 12, R.N. 86
Here the trio - trombones 3 and 4 with tuba plays a soli in Chôros No. 11:

Musical example 10: Chôros No. 11, 27 measures after R.N. 99
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Example of a soli of tenor trombones in Chôros No. 11:

Musical example 11: Chôros No. 11, 14 measures before R.N. 99
∙ Doubling
Villa-Lobos also used the traditional feature of doubling the trombone section
in octaves. This is a very effective way of emphasizing a melodic passage, and it was
widely used in the traditional symphonic repertoire. Here is an example from Chôros
No. 9:

Musical example 12: Chôros No. 9, R.N. 59

Villa-Lobos was aware of the vocal quality of the trombone, so another common
type of doubling was that he used to support a voice section. In this example from
Chôros No. 3, the solo trombone plays in unison with the Baritone section.
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Musical example 13: Chôros No. 3, 4 measures after R.N. 12
Also, in Chôros No. 10, 3 measures after R.N. 7, the two tenor trombones double
the baritone section of the choir. The bassoon is doubling the basses in the choir, same
melody an octave lower:

Musical example 14: Chôros No. 10, 3 measures after R.N. 7
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Here is the trombone part alone from Chôros No. 10:

Musical example 15: Chôros No. 10, 3 measures after R.N. 7, trombone
part
∙ Chromaticism
Rossini was a composer who wrote chromatic passages of virtuosity for
trombone in some of his operas such as La Cenerentola (1817) and William Tell (1829).
Chromatic passages for the low brass section were also written by Villa-Lobos in some
circumstances such as the following from Choros No. 8, 5 measures after R.N. 20.

Musical example 16: Chôros No. 8, 5 measures after R.N. 20
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∙ Mutes
Mutes are devices and tools used to dampen or alter the trombone timbre.37 In
order to expand the color of the sonority of the trombone, Villa-Lobos has also
employed the use of mutes. In this example from Chôros No. 6, an expressive and
lyrical passage is played with the cup mute, giving a velvet quality while doubling the
saxophone solo:

Musical example 17: Chôros No. 6, 4 measures before R.N. 43
In the same Chôros No. 6, 5 measures after R.N. 40, a completely different use
of mute can be noticed: an aggressive effect with straight mute, together with muted
trumpets and bouche in the horns:

Musical example 18: Chôros No. 6, 5 measures after R.N. 40
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There is an interesting example in Chôros No. 11, where in R.N. 29 Villa-Lobos
asks a second trombone solo using a “bizarre mute” (sord. bizarra). Technically there
is no mute of this type, so the explanation is that the composer was referring to a
particular sound effect in the passage, which needed to be very brassy and harsh. In this
author’s experience, choosing a model of straight mute that produces a brighter sound,
for instance some models of Tom Crown that has the rounded part made of copper can
work pretty well. The Harmon mute can also offer a satisfactory effect in this case.

Musical example 19: Chôros No. 11, R.N. 29
∙ Flutter tonguing
Flutter tonguing is an extended technique produced by a vibratory action of the
tongue. Performers can produce the effect rolling the tip of their tongue through a strong
air stream in order to produce a noisy “frrr”sound. Villa-Lobos wrote this effect in
Chôros No. 12, two measures before R.N. 47.

Musical example 20: Chôros No. 12, 2 measures before R.N. 47
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∙ Lip trills
Villa-Lobos wrote this tremolo for the tenor trombones, which for practical
purposes it can be performed as a lip trill, which is similar to a trinado effect. It is
produced by a quick and continuous change of partials through the action of the air
stream. Here is an example from Chôros No. 12:

Musical example 21: Chôros No. 12, R.N. 87

On this example from the same work, Villa-Lobos wrote trinado, instead of the
tremolo from the previous example:

Musical example 22: Chôros No. 8, 1 measure before R.N. 90
∙ Glissandos
The trombone is the only brass instrument capable of producing a real
glissando.38 This device is used for several purposes in the trombone literature. From
its pedagogical stand view, it may be considered by many players as a valuable tool to
improve sonority.39 It is a device present in the solo and orchestral literature for

38

Herbert, 2006, p. 38
Philip Martinson. Tone Development Through Non-Traditional Techniques: A Pedagogical Resource
For Trombonists, 2017.
39
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trombone, and can be divided in two types, which we will simply call real glissando
and glissando of effect.40
The trombone is capable of producing a glissando at a maximum interval of an
augmented fourth.41 Sorensen (2002) affirms that “glisses are limited by the range
encompassed by the 7 slide positions within a single partial of the harmonic series”.42
For that end, one can use any partial from the Bb harmonic series of the first position
(slide completely closed) playing through the same partial going down until the E
harmonic series in the seventh position (last open position), or going up the other way
around. Any glissando between that distance can be played as a real glissando, i.e. the
trombonist will play all the notes between the first and the last without any breaks.

OR

The composer can choose to write all the notes chromatically, but a simpler way
is to write the first and last notes of the desired glissando:

OR
Other examples of real glissandi:

40

There is no established nomenclature for these two types of glissando among authors.
Kleiheimer, 1963, p.63.
42
Dale Sorensen, Trombone Glissando, 2002. Available at:
https://www.islandtrombone.com/Glissinfo.pdf
41
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The orchestral literature has some examples of real glissando. One that was
very well written is the famous glissando Stravinsky wrote in his Firebird (1910).

Musical example 23: Trombone glissando on Stravinsky’s Firebird Suite
Another important example of real glissando from Stravinsky’s Pulcinella
(1919):

Musical example 24: Trombone glissando on Stravinsky’s Pulcinella
Villa-Lobos has also written examples of real glissando as in this solo in Chôros
No. 9, R.N. 50. The trombonist plays a C# in the fifth position and goes up to the E in
the second.

Musical example 25: Chôros No. 9, R.N. 50
In case of glissandos larger or outside the interval of an augmented fourth within
the same partial, the player will need to adapt the performance through the change of
partials and the use of the lips. This process will create a glissando effect, or a glissando
of effect, which is actually an illusion to the listener.
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While in the orchestral literature there are a few examples of glissando of
effect43, in Villa-Lobos’s there are plenty of them. Possible performance possibilities
for this type of glissando will be addressed on the next chapter. Here are some examples
of glissando of effect.

Musical example 26: Glissando of effect, Chôros No. 8, R.N. 52

Musical example 27: Glissando of effect, Chôros No. 11, 4 measures before
R.N. 31

Musical example 28: Descendant glissando of effect, Chôros No. 11, 5
measures before R.N. 83

43

A few examples of this type of glissando can be found for instance on Debussy’s Iberia and
Webern’s 6 Stücke für Orchester.
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Villa-Lobos’s low brass orchestral writing is prolific. His experience acquired
from the popular street music in conjunction with his art music approach gave an
extensive contribution to the low brass orchestral repertoire. His works has certainly
broadened the scope of the trombone and tuba symphonic literature with passages of
highly technical and musical demands.
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CHAPTER 4
VILLA-LOBOS’S CHÔROS SERIES
This chapter will provide some general background information regarding
Villa-Lobos’s compositions, with special attention to the Chôros series.

4.1 Overview of the series
According to Tacuchian (1988) Villa-Lobos’s works are divided into four
phases: 1) Formation, until 1919, correlated to the composer’s search of style, blending
his experiences of folk music from his trips, popular music from the street music choro
and European influences; 2) The Modernist Avant Garde in the 1920s, period in which
Villa-Lobos’s creativity bloomed with the Chôros series. Also, the Week of Modern
Art occurred, and he spent two sojourns in Paris and showed his works in Europe; 3)
the Bachianas Brasileiras period from 1930 to 1945, which circumscribe the first
Bachiana written in 1930 to the last written in 1945. It is also the time when the
composer worked as a pedagogue and directed the national music program Canto
Orfeônico; 4) Universalism, from 1945 until his death, comprising the time in which
the composer visited the United States and other countries, and conducted his works.44
The 1920s decade was the most modern and innovative decade of Villa-Lobos’s
compositions, and the Chôros series was written during that period.45 The bold
language of Villa-Lobos’s compositions integrated nationalism and modernism, as he
succeeded to constitute a dialogue between folklore-popular sources with a modern
approach. With extremely modern pieces, he strived to disrupt aspects of the classical

44

Ricardo Tacuchian, “Villa-Lobos e Stravinsky,” Revista do Brasil vol.4 no.1 (1988), p. 101-6.

45

José Barros. Villa-Lobos: os Choros como retrato musical do Brasil. Ictus. (2014), p. 90.
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tradition and at the same time he created a music that expressed brasilidade,
“Brazilianism”, to the world.
Villa-Lobos wrote seventeen works titled Chôros, in which thirteen are part of
the Chôros series. Besides the works Chôros Bis and Quinteto em Forma de Chôros,
listed out of the series, the two last works of the series had his manuscripts lost with no
records of any copies or performances. So, the Chôros series comprises thirteen works,
twelve Chôros, plus an introduction, Introdução aos Chôros, written after the series,
using themes and materials from the previous twelve.
Taking the popular genre choro from Rio de Janeiro’s street music as a starting
point, Villa-Lobos strolled along a journey of discovery and creation, evolving himself
in a quest for originality and complexity. This path started with a work for solo guitar,
the Chôros 1, the only one that made a direct reference to the popular model, and it was
followed by chamber works, chamber with choir, piano, orchestra, and extended
orchestra. According to Seixas (2007), this progression in terms of instrumentation and
complexity was not a result of a linear chronology as the Chôros were not written
accordingly to their numerical order. The series was written between 1920 and 1929,
but for instance, the numbers 4 and 6 were composed after numbers 7 and 8.46 VillaLobos staggered the series progressively, numbering the works he was composing with
gaps that would be filled with pieces to be written.47 A chart of the Chôros series is
presented next, with information about date of composition and premiere (when
available), and instrumentation.

46

Guilherme Bernstein Seixas. Procedimentos Composicionais nos Choros Orquestrais
de Heitor Villa-Lobos. Rio de Janeiro, 2007, p. 61.
47

Nóbrega, Adhemar. Os Choros de Villa-Lobos, 2ª Ed. Rio de Janeiro, Ministério da
Cultura/Museu Villa-Lobos, 1975, p. 25.
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Table 1: Villa-Lobos’s Chôros chart48:
Chôros

Date of
Instrumentation
composition

Premiere

Presence of
trombone

n.1

1920

Solo Guitar

Unknown

None

n.2

1924

Flute, clarinet

None

n.3

1925

Men’s choir, clarinet,
saxophone, bassoon,
3 horns, trombone

09.17.1925 by
Ary Ferreira and
Antão Soares
Paris,

n.4

1926

3 horns, trombone

1 trombone

12.05.1927
Paris,

1 trombone

10.24.1927
n.5

1925

Piano

Unknown

None

n.6

1926

Orchestra

4 trombones
and tuba

n.7

1924

n.8

1925

Flute, oboe, clarinet,
alto sax, bassoon,
tam-tam, violin, cello
Orchestra and 2
pianos

Rio de Janeiro,
07.18.1942.
Municipal
Theater
Orchestra,
conducted by
Villa-Lobos
Rio de Janeiro
09.19.1925

4 trombones
and tuba

n.9

1929

Paris,
10.24.1927.
Orchestra
Concerts
Colonne”
conducted by
Villa-Lobos
Rio de Janeiro,
07.15.1942.
Municipal
Theater
Orchestra,
conducted by
Villa-Lobos

48

Orchestra

Ibid, p. 26, also according to Villa-Lobos (1972).
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None

4 trombones
and tuba

Table 1 (continued):
n.10

1926

Orchestra and
mixed choir

n.11

1928

Piano and
orchestra

n.12

1929

Orchestra

Introdução
aos Chôros

1929

Guitar and
orchestra

Rio de
Janeiro,
11.15.1926 (?)
Rio de
Janeiro,
07.18.1942.
Municipal
Theater
Orchestra,
soloist José
Vieira
Brandão.
Boston,
02.21.1945,
Boston
Symphony
Orchestra,
conducted by
Villa-Lobos.
Rio de
Janeiro, 1942.
National
Radio
Orchestra,
conducted by
Villa-Lobos

2 trombones
4 trombones
and tuba

4 trombones
and tuba

4 trombones
and tuba

4.2 Summary of the Chôros without trombone: Chôros No. 1, 2, 5 and 7
∙ Chôros 1

Chôros No. 1 was written in 1920 for solo guitar, and it is the only one that
resembled the popular genre more closely. It was dedicated to Ernesto Nazaré, a famous
pianist that used to play Tango, a genre closely related to choro, but in a more classical
style and played only on the piano. This Tango has nothing to do with the Argentinian
term, as the Brazilian rhythm was completely different from it at the end of the 19th
century. Anyhow, around 1870 the choro was well established among the urban
environment in Rio de Janeiro as an instrumental genre. Different from the also wellknown Seresta, which was a more vocal modality of choro, frequently used as love
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song or serenade, the choro started to incorporate some improvisation in its
performance. The so called chorões (the musicians who played it) would challenge each
other with these improvisations, and this feature gave the choro a distinct identity.
Additionally, choro was not only a designation of the music itself, but also meant the
group of musicians and the event where this type of music would be played.49
∙ Chôros 2

Chôros No. 2 was composed in Rio de Janeiro in 1924 and dedicated to Mario
de Andrade, one of the forerunners of Brazilian modernism. The piece is a duet for flute
and clarinet in a single movement without a defined key center. Villa-Lobos
constructed the piece interacting tonal structures with other features and pitch
collections such as the whole-tone scales and chromatic inflections.50 It is the shortest
piece within the series, and a typical performance lasts around two-and-a-half minutes.
∙ Chôros 5

Chôros No. 5 “Alma Brasileira,” Brazilian soul, was composed in 1925
between the first and second trip of the composer to Paris. The only two pieces of the
series scored for a solo instrument were Chôros No. 1, written for solo guitar, and the
Chôros No 5 for solo piano. Like Chôros No. 4, it was dedicated to Villa-Lobos’s
patron Arnaldo Guinle. The piece features a delayed rhythm called jeitinho brasileiro:
a two layers rhythmic pattern being syncopated chords in quadruple meter and a melody
in triplets independent from the accompaniment.51 For Béhague, “Chôros No. 5

49

José Barros. Villa-Lobos: os Choros como retrato musical do Brasil. Ictus. (2014), p. 101-102.
Gabriel Ferrão Moreira. A construção da sonoridade modernista de Heitor Villa-Lobos por meio de
processos harmônicos: um estudo sobre choros (2014), p. 219
51
David Appleby (2002), p. 83.
50
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represents the best portrayal of the distinctive serenading aspect of the popular choro
style,” referring to the choro from Rio de Janeiro at the turn of the XX century.52
As mentioned by Brioli (2014), the bass line can be associated with the guitar,
and the chord sequence dolente (with sorrow), in an interesting syncopated rhythm, can
be associated with the center of the choro-style.53 The melody, on the other hand, shows
interesting aspects of the urban choro, such as the syncopated formulas that give an
impression of rubato and a pleasant delay.

Figure 9: Villa-Lobos: Choros no. 5 (Alma Brasileira), first page

52

Gerard Béhague. Heitor Villa-Lobos: The Search for Brazil’s Musical Soul (Austin: University of
Texas, 1994), p.82
53
Camila Cursio Brioli (2014), p. 36.
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∙ Chôros 7

Chôros No. 7, also called Settimino, was written for seven instruments: flute,
oboe, Bb clarinet, alto saxophone in Eb, bassoon, violin and cello (also a tam-tam in
the last measures of the piece). It was written in 1924 and dedicated to Arnaldo Guinle,
same person to whom Chôros No. 5 was dedicated. In that same year Villa-Lobos was
in Paris and attended a concert in which Le Sacre du Printemps by Stravinsky was
presented. The influence of Stravinsky is present on Chôros No. 7 and can be observed
on the changes of tempo, complex and irregular rhythms.54 The piece was
choreographed as a ballet and performed by the New York City Ballet in 1960.55

Figure 10: Villa-Lobos: Choros No. 7, first measures

54
55

Jardim (2005), p. 62-63.
Appleby (2002), p. 85.
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CHAPTER 5
PERFORMANCE CONSIDERATIONS

Here performance considerations of the Chôros that present at least one
trombone in its instrumentation will be addressed. The works to be examined are:
∙ Chôros No. 3
∙ Chôros No. 4
∙ Chôros No. 6
∙ Chôros No. 8
∙ Chôros No. 9
∙ Chôros No. 10
∙ Chôros No. 11
∙ Chôros No. 12
∙ Introdução aos Chôros
5.1 Chôros 3

Chôros No. 3 is a piece for men’s choir – 1º and 2º tenors, baritones and basses,
and seven instruments - clarinet, saxophone, bassoon, 3 horns and trombone. It was
composed in 1925 and it was called Pica-Pau, sobre uma canção dos índios Parecis
(Woodpecker, on a song from the Parecis Indian tribe) and a performance of the work
lasts about three and a half minutes. It is the first Chôros where Villa-Lobos explicitly
used indigenous music sources. The song Nozani-na was gathered by Roquete Pinto
(1884-1954) in 1912 in his trip to the countryside of Brazil with General Rondon (18651958). Villa-Lobos and Roquete Pinto were friends, and the phonograms containing
Nozani-na and many other songs were available at the National Museum of Rio de
Janeiro.56

56

Manoel Correia do Lago (2003).

63

The diatonic structure and melodic contour of Nozani-na particularly interested
Villa-Lobos, as he could use this simple material as a generator factor for his creation.
Villa-Lobos mixed the symbolism of a native source with a broad range of
compositional possibilities. It is remarkable that Villa-Lobos had created a modern and
nationalistic sonority in Chôros 3 using only diatonic collections. Additionally, the use
of ostinatos resembling the bird Pica-Pau, woodpecker, represents the native life and
an image of an utopian Brazil.57

Figure 11: Transcription of the Pareci’s song Nozani-na. Rondonia (1938, p.
331), by Roquete Pinto
The trombone range in Chôros No. 3 goes from G-flat-1 to C3:
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The dynamic range encompasses from pp to fff. From the 132 measures of the
entire piece, the trombone is active in 99 measures and silent in 33. The percentage of
measures with active presence of trombone is 75%.
The piece begins with an entrance of the 2º tenors with horns, followed by a
response a third up of the 1º tenors doubled by the clarinets, and the Baritones come
right after responding the first phrase a fifth down, doubled by the trombone. In this
first intervention the trombonist needs to pay close attention to articulations and
rhythm. The legato phrases in this first excerpt have to be smooth and the timbre needs
to blend with the men’s voice. In terms of dynamics, although it is written p, since the
trombone is alone, it can be a free and sonorous mp. The rhythm is an important feature
in this piece, so staccato notes need to be very short and vivid, as well as the accents
and sforzandi , though not aggressive. The syncopation figure in measure 7 after R.N.
3 needs to be light and fluent, otherwise it tends to be late. Also in the next measure, be
careful to not wait the eighth note pause, as the movement is fast, the pause is short, so
it is crucial to focus on the fluency of the phrase. It is advised to practice with a
metronome for rhythm accuracy.

Musical example 29: Chôros No. 3, R.N. 2
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Although his second excerpt does not present highly technical issues, musically
it is challenging. The trombonist needs to be able to express three different moods. In
the first measure, the accented sfz must be clear and audible, followed by a smooth
legato and a short third note (p). It is a fast passage, so the trombonist has to be able to
play the second sfz quickly after the first.

Musical example 30: Chôros No. 3, 5 measures before R.N. 10

One useful idea to master this effect is to practice using a repeated note with air
attacks in the first note, keeping the same rhythm and articulations. This way the
trombonist can isolate the dynamic effect needed here. After mastering the use of air in
order to quickly change the dynamics, it is easier to coordinate the slide movement and
articulation all together.

In the second measure the staccato needs to be very short and quiet, followed
by an immediate sfz. Again here, exercising with repeated notes can be useful. In
number 10, the syncopation needs to be accented but fluent, and as the tempo is moving,
be aware that too much emphasis on articulation can cause delays here.
In this third excerpt the trombone is doubling the Baritones, so it is important to
be present and audible but not loud. Make a clear difference of the legato and
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exaggerate the crescendo and decrescendo effects when marked. The dynamic of the
accented phrase needs to be achieved suddenly, as well as the sfz – p effect. Be mindful
about the breath between the interventions. The long Eb before R.N. 13 is challenging
in terms of air supply. Some players who have the ability to make a circular breath will
certainly do it in this case, but as the dynamic after the sfz is soft and there is thematic
movement in other voices, a quick sniff through the nose to refill the lungs and continue
the note would cause no harm to the excerpt.

Musical example 31: Chôros No. 3, R.N. 12
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5.2 Chôros 4

Chôros No. 4 was written in 1926 and dedicated to Arnaldo Guinle, patron of
Villa-Lobos during his two sojourns in Paris in the 1920s. Its performance lasted around
four minutes, and it was written for three horns and one trombone, an unusual
instrumentation that matched the Parisian vanguard taste of the time.58 It is a very
complex piece where Villa-Lobos used modern features and sonorities such as
sophisticated harmonies, juxtaposition of materials and symmetry. It is a ternary form,
and in its third part there is a citation of an urban choro, an amusing melody in the
trombone line with offset accented rhythms.

Figure 12: Manuscript of the first page of Chôros No. 4 (piano part)59
58

Tarasti, Eero. Heitor Villa-Lobos - The Life and Works (1995), p. 102-105.
This and all subsequent score excerpts were kindly provided by the Villa-Lobos Museum in Rio de
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There is an interesting discussion whether the trombone part is for tenor or bass,
but this is not our focus here.60 In modern performances the trombone part of Chôros
No. 4 can be played by both tenor or bass competent musicians.
The trombone range in Chôros No. 4 goes from D1 to A3:

The dynamic range goes from pp to ff. From 121 measures of the whole work,
trombone is present in 110 measures and silent in 11. The percentage of measures with
active presence of trombone is 90.9%.
Chôros No. 4 presents some challenging excerpts for the trombonist, including
range, which is quite low at parts, leaps, and glissandi of effect. In the first appearance,
there is a glissando of an interval of 9th:

Musical example 32: Chôros No. 4, glissando of effect, 2 measures before
R.N. 1
As explained before, any glissando larger than an augmented 4th in the same
partial needs to be adapted to be produced. Here is one suggestion of interpretation that
can be effective:
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The glissando starts in the low E on the seventh position, when the F# is
achieved in the fifth position, instead of continuing to G it changes the partial, going to
D. This way the last note F can be achieved smoothly and the effect for the listener is a
perfect glissando. Following the excerpt, between the last note of the triplet and the
next (F to C#), the trombonist needs to be accurate in the large slide movement from
the first to the fifth position in order to play in tune.
In R.N. 3, there is a passage with leaps of octaves and tenths. The player needs
to be aware of intonation in these intervals, and also the articulation marks, for instance
the slurs 1 measure before number 4 have to contrast against the stacatti.

Musical example 33: Chôros No. 4, R.N. 3

On 3 measures after R.N. 10, there is a trombone solo intervention while the
horns hold a chord. Intonation is a factor here, especially in the diminished third GflatE, also because the first horn is holding an E-flat that shocks with the E-natural.

Musical example 34: Chôros No. 4, 3 measures after R.N. 10

Following the excerpt, playing the B-flat of the second triplet in 5th position it
is advised, as the slide is already on the same position in the F-sharp right before it.
Good intonation, articulation and dynamics are the goals here.
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Musical example 35: Chôros No. 4, R.N. 11

Before R.N. 12 one needs to be conscious of the large minor 9th interval,
assuring that the low F will have a free sound and good intonation. To play accurately
the triplets in R.N. 12 it is advisable to think on the subdivision, as well as in the sfz
four measures after.

Musical example 36: Chôros No. 4, R.N. 11 and 12

In the last section of the piece there is a melody that resembles Brazilian street
music, but at the same time it is some sort of ostinato accompanying the melody in the
2nd horn. The offset sfz and accents need attention, as well as the glissandi. Here the
glissando is real, so after playing the B-flat in first position, one needs to quickly move
the slide to the seventh position to play the B-natural and gliss to the D in fourth
position. Rhythm is the most challenging feature here, especially because it was written
in the low range, so checking with the metronome to avoid delays or rhythmic
inconsistencies.
71

Musical example 37: Chôros No. 4, 1 measure before R.N. 15

In R.N. 19 Trés anime the tempo becomes even faster, and the dynamic os
growing towards the end. Here it is important to be mindful about not over-playing the
instrument, especially in the repeated sfz, otherwise it can sound too aggressive.

Musical example 38: Chôros No. 4, R.N. 19
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5.3 Chôros 6

Chôros No. 6 is an orchestral piece composed in 1926 in Rio de Janeiro,
dedicated to Arminda Alves d’Almeida in 1936, and premiered only in 1942. Although
1926 is generally accepted as the date of composition, Peppercorn (1991) argued that
the long period between the conception and the premiere of the work suggests that it
was probably completed approximately in 1940, two years before the world premiere.61
Seixas (2007) corroborated that opinion, arguing that a closer analysis of the score
revealed that Villa-Lobos’s composition style in the middle 1920s does not match the
one of Chôros No. 6.62 There is also an article from 1929 that described Chôros No. 6
as a composition for a chamber group consisting in a clarinet in E-flat, trumpet,
euphonium and guitar, which is a completely different instrumentation compared to the
large orchestral work premiered in 1942, and confirms the hypothesis that the piece was
conceived during the 1920s but completed and rearranged only before its premiere.63
Although there is no conclusive belief among researchers about the chronology
of Villa-Lobos’s Chôros, Peppercorn (1991) and Seixas (2007) rise an instigating
question about it. Although the Chôros No. 6, 9 and 11 were theoretically composed in
the 1920s, the works were premiered only in 1942 in Rio de Janeiro in two concerts in
the Municipal Theater conducted by Villa-Lobos. The Chôros No. 12, composed in
1929 was premiered in 1945 with the Boston Symphony orchestra, also conducted by
the composer. Besides the gap of decades between the composition dates and the
premieres, the style of these works (numbers 6,9,11 and 12) are closer to the style of
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Bachianas Brasileiras, generally more consonant and with a more defined form. The
chamber and orchestral Chôros premiered during the 1920s (numbers 3, 4, 7, 8 and 10)
show a more modern and bold language, while those premiered in the 1940s were in a
more universal style, matching the maturity of the composer. On this basis it is likely
that Villa-Lobos had composed the Chôros series in two periods, the first body of pieces
during the 1920s and second in the 1940s.
A performance of the Chôros No. 6 lasts around 25 minutes. The orchestration
of the work is as follows:
Table 2: Orchestration of Chôros No. 6:
2

Flutes

1

Piccolo

2

Oboes

2

Clarinets

1

Bass-clarinet

1

Soprano saxophone

2

Bassoons

1

Contra-bassoon

4

Horns

4

Trumpets

4

Trombones

1

Tuba

1

Percussion: timpani, bass drum, tam-tam, suspended cymbal with metal beater,
snare drum. Brazilian instruments: surdo, camisão (small and large), coco,
roncador, tamborim de samba, tambu-tambi, , cuíca, reco-reco.
Xylophone, glockenspiel
Celesta

2

Harps
Strings
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Figure 13: Villa-Lobos’s Chôros No. 6, manuscript, first page

The range written for the low brass instruments in Chôros No. 6 goes from D1
to B3 for tenor trombones, C1 to C-sharp-3 for bass trombone, and from F0 to C-sharp3 in the tuba part.

75

Tenor trombones (1, 2 and 3) range:

Bass trombone (trombone 4) range:

Tuba range:

The dynamics on Chôros No. 6 goes from p to fff. From the 758 measures of the
entire work, at least one low brass instrument was active in 380 measures and silent in
378 measures. The percentage of measures with active presence of low brass
instruments in Chôros No. 6 is 50.1%.
Starting on number 26 Vivace, there is this challenging passage for the trombone
section. Although in the 2nd trombone part this excerpt was not written, in the score it
is marked a 2, so all four trombones are playing. In the orchestration, the trombone
section is played together with double bass section and contra-bassoon. To perform this
fast excerpt properly, it is advisable to be aware to not delay the entrance, as the eighth
note pause is not long. Attention to intonation (unisons and octaves) is also important.
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Musical example 39: Chôros No. 6, R.N. 26

Especially in the last measures one should pay attention to play in tempo.

Musical example 40: Chôros No. 6, 9 measures after R.N. 27
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The next excerpt in number 31 is played by trombone 1 and tuba, together with
the bassoons. Here a light approach would be advisable, and as the line goes to the high
range be aware to not delay the entrance after the eight note pause. The first trumpet
and horns 3 and 4 are playing the melody in dotted half notes with accents, so hearing
them will give a clear notion of the downbeat.

Musical example 41: Chôros No. 6, R.N. 31

Another challenge is this solo for the first trombone with a cup mute. This is a
saxophone solo and the trombone is contributing with sound color here. When
performing, the cup mute can be difficult in terms of sound projection, so one tip is
when introducing the mute in the bell do it lightly, do not push hard, this way there is
a little more volume. Play as smoothly as possible and exaggerate all crescendos.
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Another common issue with mutes in general is intonation, it becomes sharper, so listen
carefully and plan to play all the slide positions opened further about one inch. Also
work with a tuner.

Musical example 42: Chôros No. 6, 4 measures before R.N. 43

The glissando in measures 5 and 6 after number 43 can be very challenging.
Here is a proposal of technical solution for it: playing the B-flat on the fifth position
and making a lip slur to the G in the fourth position creates a free path to move directly
to the A in second position:

Musical example 43: Chôros No. 6, 4 performance possibility 4 measures
before R.N. 43
In number 64 there is a very demanding passage for second and third trombone
with tuba, the same motive started with the violas In R.N. 60. Here the group is playing
together with the cello and double bass sections. Note that the dynamic is one forte, so
do not play the passage too loudly, otherwise one can lose time and control.
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Musical example 44: Chôros No. 6, R.N. 64

Four measures before 65, tenor trombones 1 will join the excerpt, and second
will jump to the higher octave in unison with first trombone. It would be interesting to
make a crescendo when going lower towards the last measure, increasing air volume.

Musical example 45: Chôros No. 6, 4 measures before R.N. 65
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In the final section of Chôros No. 6 in R.N. 66, the trombones play the theme in
octaves, with dynamic ff. Trombones 2, 3 and 4 are playing in the lower octave, and
first trombone in the higher octave with horns 1 and 2. Here the line must have no
spaces, so the players need to take breaths in different spots.

Musical example 46: Chôros No. 6, R.N. 66
While trombones are playing the theme, tuba is playing a difficult set of short
accompaniment notes. Villa-Lobos wrote this passage that it is out of lung capacity for
the tuba player, so short breaths through the nose between the notes can help. Even
omission of some notes in order to take a breath is also a possibility here, considering
that the whole cello and double bass section are playing with bassoons and
contrabassoon, and the general dynamic is p.
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Musical example 47: Chôros No. 6, final section, 6 measures before R.N.
65
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5.4 Chôros 8

Chôros No. 8 was composed in 1925, premiered in Paris 1927 conducted by
Villa-Lobos, and dedicated to the pianist Tomás Terán. It was scored for a large
orchestra and two pianos. At the time of its premiere in Paris, for its ostentatious
orchestration and proliferation of rhythms and tonalities, it was called Le fou huitième,
The mad eighth.
Chôros No. 8 is considered the most fauvist and modern, violent, and tropical
Villa-Lobos’s work of the 1920s.64 The form is irregular and difficult to establish, and
the material consists of thematic fragments and motifs as pointed out by Peppercorn
(1991).65 According to Seixas (2007), the use of short, repeated motifs and rhythmic
transformations make the work a sort of symphonic thematic development. Though not
atonal, the piece is very dissonant, as the composer uses a radical polytonally, with
juxtaposition of thirds and a complex harmony.66
A performance of the Chôros No. 8 lasts around 20 minutes. The orchestration
of the work goes as follows:
Table 3: Orchestration of Chôros No. 8:
2

Flutes

1

Piccolo

2

Oboes

1

English horn

4

Clarinets

1

Bass-clarinet

1

Alto saxophone Eb

2

Bassoons

64

Tarasti (1995), p. 118
Peppercorn (1991), p. 95
66
Seixas (2007), p. 106
65
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Table 3 (continued):
1

Contra-bassoon

4

Horns

267

Trumpets

4

Trombones

1

Tuba
Percussion: timpani, bass drum, cymbals, tam-tam, triangle, tambourim, snare
drum, metal rattle. Brazilian instruments: caracachas, reco-reco, puita,
matraca

1

Celesta

2

Harps

2

Pianos
Strings

The low brass range in Chôros No. 8 goes from C1 to A3 for tenor trombones,
C1 to A2 for bass trombone, and from F0 to G2 in the tuba part.
Tenor trombone range:

Bass trombone range:

Tuba range:

67

In the orchestration chart the information indicates 2 trumpets, but one measure before r.n. 18 VillaLobos wrote parts for three trumpets.
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The dynamics on Chôros No. 8 goes from pp to fff. From the 452 measures of
the entire work, at least one low brass instrument was active in 298 measures and silent
in 154 measures. The percentage of measures with active presence of low brass
instruments in Chôros No. 8 is 65.9%.
In the fifth measure of the work there is a solo intervention of the first
trombone, followed by the second trombone. It is a transparent entrance, so one needs
to strive to play with a good sound throughout the passage. Be aware of the rhythm, as
the two first sixteenths are followed by triplets.

Musical example 48: Chôros No. 8, 5 measures before R.N. 1
In R.N. 2 there is an ostinato passage for the low brass section. To play together,
the section should concentrate on subdividing the rhythm mentally and follow the lead
of the first trombone. The first trombone can use body language to show the section the
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right moment to play the second note of the quintuplet, and again, mental subdivision
is crucial here.

Musical example 49: Chôros No. 8, R.N. 2
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To get used to the excerpt, the section can practice together without the tie. Once
everyone understands the rhythm, the section can practice as written.

While the first trombone is playing this type of ostinato on Bb, the second
trombone has this solo. Although other instruments have a similar rhythm, and the cello
section is doubling the first two bars, the solo is an independent line. The second
trombone can choose to play the 32nd C using the trigger, but probably playing on the
sixth position and keeping the same partial would be a better choice. Trombones 3 and
4 have an intervention on measure 5 of R.N. 6 with a different rhythm figure, so all the
players in the section need to be able to play each line independently from one another.

Musical example 50: Chôros No. 8, R.N. 6
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Trombones 3 and 4 and tuba will join the tenors one octave lower on measure 4
after R.N. 7, creating a heavy and brassy effect. On measure 3 after R.N. 7 and 1 before
R.N. 8, the bassoons, contra-bassoon and violas are playing with the tenor trombones.

Musical example 51: Chôros No. 8, R.N. 7

In R.N. 17 this intervention is played in three octaves. It is important to pay
attention to intonation and the value of the notes, so the section can start and cut the
notes together.
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Musical example 52: Chôros No. 8, R.N. 17

One measure before R.N. 18 the trombone section starts this ostinato figure
together with the trumpet section that will last 8 measures. It must be played together
as a block of accompaniment, and it needs to be balanced and stable to give rhythmic
basis for other complex rhythms happening in other sections of the orchestra.
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Musical example 53: Chôros No. 8, 1 measure before R.N. 18
The tuba will join the trombones in R.N. 20, and the last two bars of the excerpt
require some attention due to its chromatic line.

Musical example 54: Chôros No. 8, R.N. 20
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The next excerpt in R.N. 32 requires balance within the section. While the first
and second trombones are playing in octave, the third trombone is playing a dissonant
G-flat, and then B-flat, coming back to G-flat. On the sixth measure of the excerpt the
dynamic is extreme (fff), so the section needs to be alert to play in a healthy balance,
without sacrificing intonation and good sound production. Also, the rhythm of the
triplet requires some attention to be played correctly. The best strategy is to think about
the subdivision.

Musical example 55: Chôros No. 8, R.N. 32
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5.5 Chôros 9

Chôros No. 9, according to the Museu Villa-Lobos’s catalogue, was composed
in 1929 and premiered in 1942 in Rio de Janeiro, conducted by the composer. Its
American premiere was given in February 1945 in Carnegie Hall, also conducted by
the composer.
A performance of the Chôros No. 9 lasts around 25 minutes. The orchestration
of the work goes as follows:
Table 4: Orchestration of Chôros No. 9:
2

Flutes

1

Piccolo

2

Oboes

1

English horn

3

Clarinets

1

Bass-clarinet

2

Bassoons

1

Contra-bassoon

4

Horns

4

Trumpets

4

Trombones

1

Tuba
Percussion: timpani, tam-tam, bass drum, triangle.
Brazilian instruments: tambor, tambor surdo, camisão (large and small), pio, ,
reco-reco, tartaruga, caxambu, rattle (wood and metal)
Xylophone, vibraphone.

1

Celesta

2

Harps
Strings
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Figure 14: Manuscript copy of Chôros No. 9, first page
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Figure 15: first page of Chôros No. 9 Max Eschig edition

94

The low brass range in Chôros No. 9 goes from F1 to B-flat-3 for tenor
trombones, C1 to G2 for bass trombone, and from F0 to G2 in the tuba part.
Tenor trombone range:

Bass trombone range:

Tuba range:

The dynamics on Chôros No. 9 goes from pp to fff. From the 792 measures of
the entire work, at least one low brass instrument was active in 468 measures and silent
in 324 measures. The percentage of measures with active presence of low brass
instruments in Chôros No. 9 is 59.0%.
The first relevant excerpt in R.N. 5 is a melody played in unison by the tenor
trombones together with two trumpets. The dynamic is a comfortable mf, and the
articulation should sound the same in the four instruments. In m. 6 after R.N. 5 VillaLobos purposely wrote a sixteenth to give an opportunity to breathe, but if the players
feel any difficulties on breathing and keeping the line with a good sound, one tip is to
leave one note out to breath while a colleague covers it. Of course, it needs to be
previously set. Another concern is to keep the same quality of sound throughout the
whole passage. The range here goes from B1 to G3.
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Musical example 56: Chôros No. 9, R.N. 5

In R.N. 13 the first trombone is required to play this solo. Although it is written
f, it is important to not play it too loudly, especially in the middle register. This way it
is easier to keep the sound and articulation when going to the low register. Breath can
be a challenge here, notably after R.N. 15, where besides the long notes, the composer
asked for a glissando with a crescendo.

Musical example 57: Chôros No. 9, R.N. 13
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Looking at the orchestration one can find ways to overcome this breathing
challenge. Generally, this solo is very exposed, but right in R.N. 15 the horns in bouché,
trumpets, the other low brass instruments with straight mute and timpani play eight
notes in ff for three measures. This is the opportunity for the first trombone to breathe
since the attention goes away from the solo to the entrance of the other instruments.

Musical example 58: Chôros No. 9, R.N. 15
A possible solution would be to breathe on the second measure of R.N. 15, right
where the instruments play the eighth note. After breathing, the player should change
the slide position of the B natural from third to seventh position and start the note on p
to have room to produce a good crescendo. This way a real glissando will be possible
from position 7 to 2. After taking a good breath in the quarter note pause, holding the
long E will be no problem. There is no need to keep the dynamic of the long E on f,
since there are other entrances of instruments with melodic material.
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Musical example 59: Chôros No. 9, performance possibility in R.N. 15
The first trombone solo in R.N. 50 is quite exposed. It was written in the middlelow range, so to keep a focused and projected sound on this range can be demanding.
The player needs to be mindful of taking full breaths, and also on how to spend the air.

Musical example 60: Chôros No. 9, R.N. 50
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One suggestion to have more space to breathe, would be to make all the last
notes of the phrases shorter, creating some little pauses to get air. Here is the suggested
version with pauses:

Musical example 61: Chôros No. 9, performance possibility in R.N. 50
In the next excerpt in R.N. 53, the tenor trombones are playing a line in fourths
with wood mute. Always when using mutes, the intonation changes, especially on
extreme dynamics such as ff in this case. The trombones are doubling the violin section,
so careful listening of intonation and balance is required here.

Musical example 62: Chôros No. 9, 5 measures after R.N. 53
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Although this soli for trombones 1 and 2 was written mf, it can be played in a
good f. There are some ways to produce the glissando two measures before R.N. 55, so
it is important that the two players perform it in the same way. One suggestion is
changing the partial on the fourth position from the written note D to B natural two
partials up, halfway to C in third position, and then produce an effective glissando to
the D on first position. On the sixth measure of R.N. 55 the first trombone takes the
lead. The long C on the second measure of R.N. 55 should be played by the second
trombone in its full length, while the first trombone can take the last measure off to
prepare for the solo.

Musical example 63: Chôros No. 9, 2 measures after R.N. 54
In R.N. 59 the trombone section has this thematic entrance in octaves. It is
important to have the triplet subdivision in mind to play the rhythm without rushing on
the eighth notes. The tenor trombones need to make a crescendo from f to ff on the
eighth measure, so an option is to set with the partner places to take short breaths in
different moments. And for the last long C, staggered breath can be an option.
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Musical example 64: Chôros No. 9, R.N. 59
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5.6 Chôros 10

Chôros No. 10 “Rasga o coração” was composed in 1926 in Rio de Janeiro and
premiered in the same year in a concert tribute to Washington Luis, Brazil’s president
at the time. The European premiere was given in Paris in 1927.
A performance of the Chôros No. 10 lasts around 13 minutes. The orchestration
of the work goes as follows:
Table 5: Orchestration of Chôros No. 10:
2

Flutes

2

Oboes

2

Clarinets in A

1

Alto saxophone in Eb

2

Bassoons

1

Contra-bassoon

3

Horns

2

Trumpets

2

Trombones

1

Percussion: timpani, tam-tam, bass drum, snare drum, triangle.
Brazilian instruments: wood tambor (large and small), puita, reco-reco (large
and small), caxambu, rattle (wood and metal)
Piano

1

Harp
Mixed choir
Strings
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The trombone parts were written for two tenors, and the range goes from F1 to
G3.
Tenor trombone range:

The dynamics on Chôros No 10 go from pp to ffff. From the 292 measures of
the entire work, at least one low brass instrument was active in 154 measures and silent
in 138 measures. The percentage of measures with active presence of low brass
instruments in Chôros No. 10 is 52.7%.
This unison intervention 11 measures before R.L. D is a soli. The players should
pay attention to the rhythmic differentiations.

Musical example 65: Chôros No. 10, 11 measures before R.L. D

The glissando is not possible as written, so an alternative performance solution
with the slide positions marked could be the following:
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On R.L. D the glissando is larger, from C1 to E3:

Musical example 66: Chôros No. 10, R.L. D

One possible performance solution with the slide positions marked could be the
following:

This soli in unison in R.N. 1 is quite exposed. The dynamic is ff and it asks for
a mute, so good intonation has to be sought by the players, as well as sound blend.
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Musical example 67: Chôros No. 10, R.N. 1
In R.N. 3 this soli is played together with the horn section. On the eighteenth
bar of R.N. 3 the trumpets will join the group. Attention to the accented articulation and
change of time signature is a must in this excerpt. A good strategy for keeping the
extreme dynamics on the last tied note is for the two trombones to use staggered breath.

Musical example 68: Chôros No. 10, 3 measures after R.N. 3

In R.N. 5 this type of machinery ostinato is the continuation of a rhythmic
motive started in the bassoons, followed by the cellos and double basses. Special
attention to articulation should be given here to make these low notes sound clear. Also,
accuracy in the slide movements, especially from the C played with the F attachment
in the first position to the D-flat in the fifth.
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Musical example 69: Chôros No. 10, 4 measures after R.N. 5

Three measures after R.N. 7 the trombones double the Baritone section of the
choir, together with the bassoons (playing an octave lower). Smoothness of phrasing
and rhythmic accuracy making clear differences between the eight notes and triplets are
important features on this excerpt.

Musical example 70: Chôros No. 10, 3 measures after R.N. 7
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A similar idea is repeated, this time transposed a fourth below:

Musical example 71: Chôros No. 10, 4 measures before R.N. 13
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5.7 Chôros 11

Chôros No. 11 was composed in 1928 in Rio de Janeiro and it was dedicated to
Arthur Rubinstein. It was premiered in 1942 by the pianist José Vieira Brandão and the
Symphony Orchestra of the Municipal Theater of Rio de Janeiro, conducted by VillaLobos.
Although Chôros No. 11 has three clear delimited parts, it is in a single
continuous movement, and a performance lasts over one hour. The orchestration of the
work is as follows:
Table 6: Orchestration of Chôros No. 11:
2

Piccolos

2

Flutes

2

Oboes

1

Clarinet in Eb

2

Clarinets in Bb

1

Bass clarinet

1

Soprano saxophone in Bb

1

Alto saxophone in Eb

2

Bassoons

2

Contra-bassoons

4

Horns

4

Trumpets

4

Trombones

1

Tuba
Percussion: timpani, bass drum, tam-tam, cymbals, reco-reco, chocalho, side
drum, tambourine. Brazilian instruments: tambor, coco, cabacinhas, caxambu,
cuíca. Xylophone, vibraphone
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Table 6 (continued):
1

Celesta

1

Piano soloist

2

Harps
Strings
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Figure 16: Chôros No. 11 manuscript, first page
The low brass range in Chôros No. 11 goes from D-flat-1 to C-flat-4 for tenor
trombones, from B-flat-1 to C3 for bass trombone, and from E0 to A2 in the tuba part.
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Tenor trombone range:

Bass trombone range:

Tuba range:

The dynamics of the piece encompass a range from pp to ff. Chôros No. 11 is a
very challenging work for all low brass instruments, especially for the tenor trombones.
The first trombone has 20 solo appearances during the piece, playing in 170 measures
as a soloist. The second trombone has 11 solo appearances, playing in 97 measures as
a soloist. From the 1599 measures of the entire work, at least one low brass instrument
was active in 712 measures and silent in 887 measures. The percentage of measures
with active presence of low brass instruments in Chôros No. 11 is 44.5%.
The first challenging excerpt for the low brass section happens in R.N. 1.
Starting with a descending scale figure in the tuba, a series of accented octaves are
played. Intonation here can be a challenge, so careful listening is advised. The dynamic
is f only for the tuba, the trombones are playing at mf and should rather give priority to
good balance than trying to sound loud.
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Musical example 72: Chôros No. 11, 1 measure before R.N. 1
At R.N. 25 there is a tricky solo for the first trombone. The range here is quite
demanding, going from F1 to Cb4. The rhythm figuration in the beginning is played
with the cello section in pizzicato. The dynamic written is f, which in the low range can
be tricky for the tenor trombone, so it is advisable to focus on playing clear rather than
loud. The long high notes also do not need to be played loudly, as the solo is quite
exposed. A good word to think about with this excerpt is control.

Musical example 73: Chôros No. 11, 1 measure after R.N. 25
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The next solo in R.N. 38 is doubled by the first and second violin, and the viola
sections. Rhythmic diligence is crucial when playing the triplets, as well as the eight
notes inside the triplets correctly.

Musical example 74: Chôros No. 11, 3 measure before R.N. 38
The glissando in this excerpt is quite challenging. One possible solution is to
play the middle B-flat on the fifth slide position on measure 6 after R.N. 38, and then
change the partial to the high A-flat on the third position. This way the player has better
conditions to make the glissando to the high B-flat in first position:

Musical example 75: Chôros No. 11, performance possibility on 6
measures after R.N. 38
This solo intervention for the first trombone in R.N. 40 is played together with
first trumpet, first oboe and violin section. The fourth intervals going down can be
challenging because it is at a fast tempo.
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Musical example 76: Chôros No. 11, R.N. 40
One possible exercise that can be practiced to master this excerpt is playing the
triplets repeatedly in legato. After getting good control of the intervals, articulation
should be added. Also, it is advisable to practice with a metronome, starting at a slower
tempo and gradually expanding to faster tempi. Here are five practice ideas that could
certainly be expanded if desired:

Musical example 77: Chôros No. 11, practicing exercises for R.N. 40
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In R.N. 56 the third trombone starts a sequence of descending triplets, followed
by the second trombone in the second measure, and then the first trombone takes the
lead. The range is large, from B1 to B3. The main issue in this excerpt is steady tempo,
and the first note of the sets of triplets becomes higher each time, so the player should
be aware of that as well.

Musical example 78: Chôros No. 11, one measure before R.N. 56

This next excerpt starts with a second trombone solo. Sound projection in the
range in the beginning can be an issue, so instead of trying to play loud, think only
about a full and rich sound. Attention to the rhythmic figures will help to play them
accurately and keep the phrase line at the same time. The intonation of the sfz on the C
needs to be exact, considering that trombone 4 and tuba are playing B a minor ninth
below.
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Musical example 79: Chôros No. 11, R.N. 62

In this solo in R.N. 81 the first trombone is playing with trumpets 1 and 2.
Depending on the tempo, the sixteenth notes can be played with single tonguing, but it
is wise to practice double tonguing as well to be prepared if the conductor wants a faster
tempo. In terms of dynamic, as the first trombone is playing alone with two trumpets,
it would be advisable to think of the dynamic as a resonant f.
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Musical example 80: Chôros No. 11, R.N. 81
On this excerpt trombones 3 and 4 with tuba are playing with viola and low
strings. Rhythmic precision and care for intonation of the lower notes are imperative.
Wise choices of places to breathe are also very important. One recommendation would
be to take breaths where long notes are tied to shorter ones, as indicated in the excerpt
with rests:

Musical example 81: Chôros No. 11, R.N. 87 with breath marks
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The excerpt in unison for tenor trombones can be demanding regarding rhythm
and articulation. In measures four and five, the interval of a minor seventh needs good
management, as well as the tied triplets rhythm.

Musical example 82: Chôros No. 11, 14 measures before R.N. 99
One suggestion of rhythm practice would be playing the subdivisions at several
metronome speeds to become conscious of the rhythm figures and fluency:

Musical example 83: Chôros No. 11, 14 measures before R.N. 99
practicing exercise

In measure 27 after R.N. 99, there is a difficult excerpt for trombone 3 and 4
with tuba, played together with bass clarinet and contra-bassoon. Rhythmic preciseness
is essential, especially on the second note of the triplets and the sixteenth notes on
downbeat two.
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Musical example 84: Chôros No. 11, 27 measures after R.N. 99
In measure 9 after R.N. 113 the third trombone plays a rhythmic figure of eight
notes with staccato articulation followed by the second trombone and tuba. After the
mf half note it is recommended to make a pause on the tied eight note of the triplet. This
way the trombone section can play the second 8th notes of the triplet solidly together.
The descending triplets require technique involving sound maintenance. It is
recommended to start soft on the high notes, increasing the air volume towards the low
range, though keeping the sound quality and body relaxation throughout the whole
passage.

Musical example 85: Chôros No. 11, 9 measures after R.N. 113
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Towards the end of the piece there is a loud passage in R.N. 114. The tenor
trombones are playing in unison most of the time, so they need to be sure to play with
good intonation. In terms of dynamic, although trombones 3 and 4 in theory are keeping
the mf from the previous passage, they can surely play f. In the loud dynamics in the
last bars of the piece it is important to not overplay the instrument, thinking less about
aggressiveness and more about resonance.

Musical example 86: Chôros No. 11, 14 measures before R.N. 114
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5.8 Chôros 12
Chôros No. 12 was composed in 1925 in Rio de Janeiro and it was dedicated to
José Cândido de Andrade Muricy. It was premiered at Harvard University by the
Boston Symphony Orchestra in 1945, conducted by Villa-Lobos. It is one of the longest
pieces of the series, and a performance lasts around 37 minutes.

Figure 17: Chôros No. 12, manuscript first page
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Chôros No. 12 was published in 1986 in Paris by Max Eschig Editions. The
orchestration of the work goes as follows:
Table 7: Orchestration of Chôros No. 12:
3

Flutes

2

Piccolo

3

Oboes

1

English horn

1

Clarinet in Eb

4

Clarinets

1

Bass-clarinet

2

Alto saxophone Eb

3

Bassoons

1

Contra-bassoon

8

Horns

4

Trumpets

4

Trombones

1

Tuba
Percussion68

1

Celesta

2

Harps

1

Piano
Strings

The range written for the low brass instruments in Chôros No. 12 goes from Eflat-1 to C-flat-4 for tenor trombones, B1 to C3 for bass trombone, and from F0 to C3
in the tuba part.

68

The exact information about the instrumentation of the percussion section was not found.
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Tenor trombone range:

Bass trombone range:

Tuba range:

The dynamics on Chôros No. 12 go from p to fff. From the 1019 measures of
the entire work, at least one low brass instrument was present in 531 measures and
silent in 488 measures. The percentage of measures with active presence of low brass
instruments in Chôros No. 12 is 52.1%.
On the bass trombones entrance in R.N. 4 breath can be an issue. One suggestion
is to omit one note to breathe, while the colleague covers it. It is important to play all
the notes equally without any accents or dynamic differences, also with a very steady
tempo.

Musical example 87: Chôros No. 12, R.N. 4
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Before R.N. 6 the whole low brass section plays the thematic extract of accented
eight notes in a sequence of fourths. Balance, intonation, and articulation are the most
crucial issues here, with special care to the lower notes. Regarding dynamic, a
comfortable f is enough.

Musical example 88: Chôros No. 12, 3 measures before R.N. 6
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These two solo passages from the second and first trombones work as
question and answer. The second trombone plays this low passage with a cup
mute and the first responds without any mutes. The grace note on the fourth bar
of R.N.13 is played traditionally as a short glissando in some performances.

Musical example 89: Chôros No. 12, R.N. 13

For the last glissando there are two recommended performances. The
first is when the B-natural is played on the seventh position:

Musical example 90: Chôros No. 12, R.N. 13 glissando performance
possibility
The second recommendation is when the B-natural is played in second
position with the F attachment trigger:

Musical example 91: Chôros No. 12, R.N. 13 glissando performance
possibility 2
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The next excerpt can be challenging for the low brass section. It is fast and loud,
played in octaves. Articulation is very important, especially on the dotted eight notes,
the ones that give the rhythmic ground and motor. Precision on the slide movements,
particularly from the second to third note (position 2 to 5) and the Gflat-F (position 5
to 1) in the last figure. Feeding the whole passage with a solid air stream is a must.

Musical example 92: Chôros No. 12, R.N. 52
The first trombone solo interventions after R.N. 53 are very exposed. The
articulation needs to be short and even, so one idea is to practice the excerpt slower,
using legato style in order to grasp and gain control in all the intervals, with special
consideration for the tri-tone. After this process, add the right articulation keeping the
fluency of the phrase.

Musical example 93: Chôros No. 12, 11 measures after R.N. 52
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In R.N. 63 trombones 1, 2 and 4 play this rhythmic passage. Although the eight
notes with staccato are written f, they should be played at more a mf volume with very
short articulation, while the accented ones should be played ff. The accents should come
out with good resonance supported by the air stream, otherwise they can sound too dry.
In terms of intonation, note the harmony sequence going down. Considering only beats
one and three, the trombones are playing descendant whole tones, disposed as major
chords on second inversion in parallel motion. The chords of the sequence are: G-flatE-D-C-B-flat-A-flat. On measure four it is recommended the tenor trombones think on
the triplet subdivision to play the correct rhythm.

Musical example 94: Chôros No. 12, R.N. 63
In the next excerpt, the first trombone plays a solo consisting of fast sixteenth
notes with staccato. Other instruments played a similar sequence before, so it is
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important that the first trombone imitate the style and articulation. For this solo, it is
prudent to practice the speed of the single tonguing staccato because the solo is quite
exposed, and conductors can make a fast tempo. The same advice applies to measure
eight of R.N. 72, and following on measure ten, we marked a breath and a slide position
option that can be helpful.

Musical example 95: Chôros No. 12, 8 measures before R.N. 72
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5.9 Introdução aos Chôros
Introdução aos Chôros was composed in Rio de Janeiro and Paris in 1929 to
serve as an introductory work to open the Chôros series. The work was written for solo
guitar and orchestra, making an arch relation with the Chôros No. 1, written for solo
guitar.

Figure 18: Manuscript of Introdução aos Chôros, first page
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The work features themes from other pieces from the series, and a performance
lasts around thirteen minutes. The orchestration goes as follows:
Table 8: Orchestration of Introdução aos Chôros:
2

Flutes

2

Piccolo

2

Oboes

1

English horn

2

Clarinets

1

Bass-clarinet

1

Alto saxophone E-flat

2

Bassoons

1

Contra-bassoon

4

Horns

4

Trumpets

4

Trombones

1

Tuba
Percussion: timpani, tam-tam, cymbals, xylophone

1

Celesta

2

Harps

1

Piano
Strings

The range written for the low brass instruments on Introdução aos Chôros goes
from C2 to A3 for tenor trombones, E-flat-1 to B-flat-2 for bass trombones, and from
F0 to B2 in the tuba part.
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Tenor trombone range:

Bass trombone range:

Tuba range:

The dynamics go from p to ff. From the 304 measures of the entire work, at least
one low brass instrument was present in 130 measures and silent in 174. The percentage
of use of low brass instruments in Introdução aos Chôros is 42.7%.
Five measures after R.N. 1, the first trombone plays this solo in unison with
trumpet. Blending the sound and intonation with the trumpet, as well as matching the
same articulation is desired.

Musical example 96: Introdução aos Chôros, 5 measures after R.N. 1

In the third bar of R.N. 3 the trombone section plays a melody in octaves, and
after the tuba entrance, the low brass section plays a series of parallel chords. In order
to have a sustained sound, it is wise to plan staggered breaths with the section
colleagues, avoiding silences between the notes. Also, careful listening to the intonation
and balance of the chords is desirable.
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Musical example 97: Introdução aos Chôros, 8 measures before R.N. 4
In the five measures before R.N. 6, the tenor trombones have an important soli
played in unison with dynamic f. A recommendation is to not play loud, a solid mf
would sound perfect. Attention to sound quality and balance, trying to sound as one
instrument would be ideal.

132

Musical example 98: Introdução aos Chôros, 5 measures before R.N. 6
Five measures after R.N. 24 there is another first and second trombone soli. The
passage was written in the bright range of the instrument, so control, phrasing and clear
articulation are important. Special attention should be made to keep the dynamic ff
when the line goes down into the lower range, as in the last phrase.

Musical example 99: Introdução aos Chôros, 5 measures after R.N. 24
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CONCLUSION
The low brass writing of Heitor Villa-Lobos in his Chôros series is outstanding
and ample. The lack of orchestral excerpts from Villa-Lobos’s music is lamentable,
considering that he made an extensive contribution to the low brass orchestral literature.
In this work the author attempted to reveal the need for inclusion of the composer’s
music in future orchestral excerpts collections and, at the same time, to contribute to
the trombone and low brass field providing the excerpts from the Chôros series.
Taking into account the performance considerations regarding these challenging
excerpts, it becomes clear that Villa-Lobos’s low brass writing lines up with any other
first-class composer. Additionally, the amount of music written for the low brass
section in the Chôros series (expressed in terms of percentage – See Appendix B, tables
9 and 10) reveals that a serious effort needs to be made by musicians and publishers to
include the music of Villa-Lobos in future orchestral excerpt compilations.
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APPENDICES
APPENDIX A
Poor presentation materials examples

Poor presentation material, erased lines, confusing rests, pencil marks.
Introdução aos Chôros. Trombones 1&2 part
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Confusing rests, clef changes, voicing, mute use, pencil marks.
Chôros No. 12. Trombones 1&2 part

Pencil marks, jumps.
Choros No. 12. Trombones 3&4 part
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APPENDIX B
TABLES
Table B1: Low brass range on Chôros
Work

Tenor trombone
range

Bass trombone
range

Chôros
No. 3
Chôros
No. 4
Chôros
No. 6
Chôros
No. 8
Chôros
No. 9
Chôros
No. 10
Chôros
No. 11
Chôros
No. 12
Introduçã
o aos
Chôros
General
range on
Chôros
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Tuba range

Table B2: Measures with the presence and silence of low brass
instruments on Chôros series
Work
Chôros No. 3

Total
number of
measures69
132

Measures Low brass
with active usage (%)
low brass
99
75.0%

Number of
silent
measures
33

Silent
measures
(%)
25.0%

Chôros No. 4

121

110

90.9%

11

9.1%

Chôros No. 6

758

380

50.1%

378

49.9%

Chôros No. 8

452

298

65.9%

171

34.1%

Chôros No. 9

792

468

59.0%

324

41.0%

Chôros No. 10

292

154

52.7%

138

47.3%

Chôros No. 11

1599

712

44.5%

887

55.5%

Chôros No. 12

1019

531

52.1%

488

47.9%

Introdução aos
Chôros
TOTAL

304

130

42.7%

174

57.3%

5469

2882

52.6%

2587

47.4%

Table B3: Measures with the presence and silence of low brass instruments in
other important works from the orchestral literature70
Composer

Work

Total
meas
ures

Tchaikovsky

Symph.
No. 4
Symph.
No. 5
Symph.
No. 6
Symph.
No. 4
Symph.
No. 7
Firebird
Suite

Tchaikovsky
Tchaikovsky
Bruckner
Bruckner
Stravinsky

Low
brass
usage
(%)

Number
of silent
measures

Silent
measures
(%)

1433

Measure
s with
active
low
brass
302

21.0%

1131

79.0%

1537

450

29.2%

1087

70.8%

1050

348

33.1%

702

66.9%

1674

489

29.2%

1185

70.8%

1137

342

30.0%

795

70.0%

1296

203

15.6%

1093

84.4%

69

Although some of Villa-Lobos’s works still need to be revised, all the information regarding number
of measures gathered in this work were based on scores, parts and manuscripts provided by the
Museum Villa-Lobos.
70
Just in terms of comparison, here are some orchestral works that are known by their extensive use of
the low brass section. While the percentage of low brass utilization in these works barely passes 30%,
on Villa-Lobos Chôros the total average is 52,6%, emphasizing the need of acknowledgement and
publication of his low brass music.
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APPENDIX C
LOW BRASS ORCHESTRAL EXCERPTS
FROM VILLA-LOBOS’S “CHÔROS”

COLLECTED EDITION
BY HUGO PINHEIRO
2021

139

INDEX
Heitor Villa-Lobos’s (1887-1959) Chôros series: low brass excerpts
Chôros No. 3............................................................................................................ 141
Chôros No. 4............................................................................................................ 143
Chôros No. 6............................................................................................................145
Chôros No. 8............................................................................................................157
Chôros No. 9............................................................................................................171
Chôros No. 10..........................................................................................................181
Chôros No. 11..........................................................................................................185
Chôros No. 12..........................................................................................................208
Introdução aos Chôros.............................................................................................224

140

CHÔROS 3
· Chôros No. 3, excerpt 1:

· Chôros No. 3, excerpt 2:

141

· Chôros No. 3, excerpt 3:

142

CHÔROS 4
· Chôros No. 4, excerpt 1:

· Chôros No. 4, excerpt 2:

143

· Chôros No. 4, excerpt 3:

144

CHÔROS 6
· Chôros No. 6, excerpt 1:

· Chôros No. 6, excerpt 2:

145

· Chôros No. 6, excerpt 3:

· Chôros No. 6, excerpt 4:

146

· Chôros No. 6, excerpt 5:

· Chôros No. 6, excerpt 6:

147

· Chôros No. 6, excerpt 7:

148

· Chôros No. 6, excerpt 8:

149

· Chôros No. 6, excerpt 8, continuation:

150

· Chôros No. 6, excerpt 9:

151

· Chôros No. 6, excerpt 10:

152

· Chôros No. 6, excerpt 11:

153

· Chôros No. 6, excerpt 12:

154

· Chôros No. 6, excerpt 12, continuation:

155

· Chôros No. 6, excerpt 12, continuation (2):

156

CHÔROS 8
• Chôros No. 8, excerpt 1:

157

• Chôros No. 8, excerpt 2:

158

• Chôros No. 8, excerpt 3:

• Chôros No. 8, excerpt 4:

159

• Chôros No. 8, excerpt 4, continuation:

160

• Chôros No. 8, excerpt 5:

• Chôros No. 8, excerpt 6:

161

• Chôros No. 8, excerpt 6, continuation:

162

• Chôros No. 8, excerpt 6, continuation (2):

163

• Chôros No. 8, excerpt 6, continuation (3):

• Chôros No. 8, excerpt 7:

164

• Chôros No. 8, excerpt 8:

• Chôros No. 8, excerpt 9:

165

• Chôros No. 8, excerpt 10:

166

• Chôros No. 8, excerpt 10, continuation:

167

· Chôros No. 8, excerpt 11:

168

· Chôros No. 8, excerpt 12:

169

· Chôros No. 8, excerpt 12, continuation:

170

CHÔROS 9
· Chôros No. 9, excerpt 1:

· Chôros No. 9, excerpt 2:

171

· Chôros No. 9, excerpt 3:

172

· Chôros No. 9, excerpt 4:

173

· Chôros No. 9, excerpt 4, continuation:

· Chôros No. 9, excerpt 5:

174

· Chôros No. 9, excerpt 6:

175

· Chôros No. 9, excerpt 7:

176

· Chôros No. 9, excerpt 8:

· Chôros No. 9, excerpt 9:

177

· Chôros No. 9, excerpt 10:

· Chôros No. 9, excerpt 11:

178

· Chôros No. 9, excerpt 12:

179

· Chôros No. 9, excerpt 13:

· Chôros No. 9, excerpt 14:

180

CHÔROS 10
· Chôros No. 10, excerpt 1:

· Chôros No. 10, excerpt 2:

181

· Chôros No. 10, excerpt 3:

· Chôros No. 10, excerpt 4:

182

· Chôros No. 10, excerpt 5:

· Chôros No. 10, excerpt 6:

183

· Chôros No. 10, excerpt 7:

· Chôros No. 10, excerpt 8:

184

CHÔROS 11
· Chôros No. 11, excerpt 1:

185

· Chôros No. 11, excerpt 1, continuation:

186

· Chôros No. 11, excerpt 2:

187

· Chôros No. 11, excerpt 3:

188

· Chôros No. 11, excerpt 3, continuation:

· Chôros No. 11, excerpt 4:

· Chôros No. 11, excerpt 5:

189

· Chôros No. 11, excerpt 6:

190

· Chôros No. 11, excerpt 6, continuation:

191

· Chôros No. 11, excerpt 7:

· Chôros No. 11, excerpt 8:

192

· Chôros No. 11, excerpt 9:

193

· Chôros No. 11, excerpt 9, continuation:

194

· Chôros No. 11, excerpt 9, continuation (2):

· Chôros No. 11, excerpt 10:

195

· Chôros No. 11, excerpt 11:

196

· Chôros No. 11, excerpt 12:

197

· Chôros No. 11, excerpt 13:

· Chôros No. 11, excerpt 14:

198

· Chôros No. 11, excerpt 15:

199

· Chôros No. 11, excerpt 15, continuation:

· Chôros No. 11, excerpt 16:

200

· Chôros No. 11, excerpt 17:

· Chôros No. 11, excerpt 18:

201

· Chôros No. 11, excerpt 19:

· Chôros No. 11, excerpt 20:

202

· Chôros No. 11, excerpt 21:

203

· Chôros No. 11, excerpt 22:

204

· Chôros No. 11, excerpt 22, continuation:

205

· Chôros No. 11, excerpt 22, continuation (2):

206

· Chôros No. 11, excerpt 22, continuation (3):

207

CHÔROS 12
· Chôros No. 12, excerpt 1:

208

· Chôros No. 12, excerpt 1, continuation:

209

· Chôros No. 12, excerpt 2:

· Chôros No. 12, excerpt 3:

· Chôros No. 12, excerpt 4:

210

· Chôros No. 12, excerpt 5:

· Chôros No. 12, excerpt 6:

· Chôros No. 12, excerpt 7:

211

· Chôros No. 12, excerpt 8:

212

· Chôros No. 12, excerpt 8, continuation:

213

· Chôros No. 12, excerpt 9:

· Chôros No. 12, excerpt 10:

214

· Chôros No. 12, excerpt 11:

· Chôros No. 12, excerpt 12:

· Chôros No. 12, excerpt 13:

215

· Chôros No. 12, excerpt 14:

· Chôros No. 12, excerpt 15:

216

· Chôros No. 12, excerpt 16:

217

· Chôros No. 12, excerpt 16, continuation:

218

· Chôros No. 12, excerpt 16, continuation (2):

219

· Chôros No. 12, excerpt 16, continuation (3):

220

· Chôros No. 12, excerpt 17:

221

· Chôros No. 12, excerpt 17, continuation:

222

· Chôros No. 12, excerpt 18:

223

INTRODUÇÃO AOS CHÔROS
· Introdução aos Chôros, excerpt 1:

224

· Introdução aos Chôros, excerpt 1, continuation:

225

· Introdução aos Chôros, excerpt 1, continuation (2):

226

· Introdução aos Chôros, excerpt 1, continuation (3):

· Introdução aos Chôros, excerpt 2:

227

· Introdução aos Chôros, excerpt 3:

228

RECITALS AND PROGRAM NOTES

UNIVERSITY OF KENTUCKY
SCHOOL OF MUSIC
PRESENTS

HUGO PINHEIRO
In a DMA Solo Trombone Recital
With Jacob Coleman, Piano
Bradley Kerns, Jenny Kellogg and Michael DeSousa, trombones
01/27/2020
Singletary Center – Recital Hall
6:00 PM

*Note: Latecomers will be seated at intermission
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Program
Four Miniatures for Trombone and Piano
I. Mirage
II.Labyrinth
III.Down
IV.Triumph

Hugo Pinheiro
(1979)

Three Moments for solo Trombone
I.Black Ninja (S)
II.Lugubre
III.Juny

Hugo Pinheiro
(1979)

INTERMISSION
Horn Concerto no. 3 in E flat, K. 447 (Adapt. for Alto Trombone)
I.Allegro
II.Larghetto
III.Allegro

W. A. Mozart
(1756-1791)

Fantasia para Trombone e Piano

Abdon Lyra
(1888-1962)

Trombone Quartet with Piano

Hugo Pinheiro
(1979)

For recording purposes, please hold applause until after each set/piece and have cell phones on silent. As a
courtesy to performers and other audience members, please turn off and put away all electronic devices. The use
of recording and photographic equipment is permitted only by approved University personnel. No food or drink
is permitted in this performance venue. We ask that you remain seated throughout the performance and, if you
must exit, that you wait until applause.
This recital is presented in partial fulfillment of the requirements of the Doctoral of Musical Arts degree in 2020.
Hugo Pinheiro is a student of professor Bradley Kerns.
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Program notes
Hugo Pinheiro, composer
Hugo Pinheiro was born in the city of Mairiporã, São Paulo, Brazil. He holds a
BA in Music from the University of São Paulo – USP, where he studied Trombone and
Composition. He holds a BA in Conducting from the State University of Amazonas,
and a Master in Orchestral Performance from the Hochschüle für Musik und Theater in
Zurich, Switzerland, where he studied with Stanley Clark. He also completed his
Doctoral in Trombone Performance at the University of Kentucky, USA. Based in
Manaus-AM since 2003, in addition to his work as solo trombone of the Amazonas
Philharmonic Orchestra, he is dedicated to composition, having his works already
played and recorded by renowned national and international artists.
Hugo Pinheiro, 4 Miniatures for Trombone and Piano
Hugo Pinheiro wrote the work “4 Miniatures for Trombone and Piano” on the
occasion of the tour of the chamber music group “Colla Voce” in the United States in
April 2017. The work was dedicated to the soloist and professor of trombone at the
University of Kentucky, Bradley Kerns.
The work narrates the arduous journey of a pilgrim in the desert, in search of
freedom. Seeing himself lost and exhausted due to the bad weather on the way, the
pilgrim begins to see a mirage. The first miniature “Miragem” brings a vague and
cyclical atmosphere, alluding to the character of a delirium.
Continuing his pilgrimage, the protagonist finds himself with absolutely no way
out, in a veritable “Labyrinth”, name of the second miniature. This movement was
thought of as a Passacaglia, a musical form widely used in the Baroque period.
The third miniature “Dawn” presents a lyrical theme, which denotes the renewal
of the pilgrim's hope when he sees the sun rise. And finally, the fourth miniature
“Triunfo” brings a heroic theme that suggests the apotheotic end of the pilgrimage,
which ends triumphantly towards freedom.
The work premiered on April 18, 2017 in Lexington, Kentucky, with Bradley
Kerns on trombone, accompanied by pianist Yuri Kim.
Hugo Pinheiro, 3 Moments for solo trombone
3 Moments for Solo Trombone was written in May 2017, and was dedicated to
the trombone professor at the University of Kentucky, Bradley Kerns. In this video the
work is presented at the Project Bone Brasil International Festival, January 2019.
The first moment titled "Black Ninja (S)" has an interesting story. During the
group's "Colla Voce" tour in the United States, a Brazilian-American chamber music
group, the composer Hugo Pinheiro met Simon, professor Brad Kerns`s 6 years old son.
The kid takes a joke as he dresses in black, like a ninja, and claims that in this form he
became invisible. Thus, in a fast and cunning way, the dinner table, piano, is hidden,
always with a wicked smile on his face. This joke inspired the first moment "Black
Ninja (S)" in honor of the boy Simon.
The second movement “Lúgubre” moment is a fantasy inspired by the suites of
Bach's solo Cello suites. The trombone plays a calm and sad melody, with the cup mute,
that gives a velvety timbre to the instrument. The composer also uses an extended
231

technique, the performer plays a note and sings another at the same time. The joining
of the harmonics brings about as a third sound, forming a chord.
The third moment “Juny” also had a relation with the experience of the trip to the
USA. Juny is a funny, flamboyant little dog, and the song has a lively and fun theme,
and uses a waffly Wa-Wa, which has a particularly funny effect.
The work was premiered by Professor Brad Kerns in September 2017, at the
Meeting of the Brazilian Association of Trombonists, in Cuiabá, Mato Grosso, Brazil.
W. A. Mozart, Horn Concerto No. 3 in E-flat
Mozart completed the Horn Concerto No. 3 in E-flat between 1784 and 1787.
The composition was written as a friendly gesture for the hornist Joseph Leutgeb (his
name is mentioned few times in the score). Here is presented a version for alto
trombone and piano, adapted by Hugo Pinheiro.
The alto trombone is a smaller version of the traditional tenor trombone, and
although it is a wonderful instrument, the original repertoire written is still scarse. The
alto trombone is in E-flat, so Mozart horn concerto No. 3 suits well the instrument.
Abdon Lyra, Fantasia para trombone and piano
Abdon Lyra was a Brazilian composer and trombonist. At the age of 14, he
started directing the music band in his born city of També in Pernambuco state,
northeast of Brazil. In 1908, he moved to Rio de Janeiro, where he began to act as
trombonist in several orchestras. His Fantasia para trombone and piano is a wonderful
and lyrical work that explores many facets of expressiveness of the instrument.
Hugo Pinheiro, Trombone quartet with piano – Fantasia Agreste
On the occasion of the Project Bone 2019 International Trombone Festival
in São Paulo, Brazil, Hugo Pinheiro was invited to be resident composer of the event
and wrote Trombone quartet with piano - “Fantasia Agreste”. The work is freely
inspired by this rich landscape of northeastern Brazil known as Agreste and was
premiered during in January 2019 during Project Bone festival with tenor trombonists
Raphael Paixão, Bradley Kerns, Hugo Pinheiro, Ricardo Santos on bass trombone,
and Jacob Coleman on the piano.
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UNIVERSITY OF KENTUCKY
SCHOOL OF MUSIC
PRESENTS

HUGO PINHEIRO
In a DMA Chamber Recital
With Olivia He, Piano
Bradley Kerns, David Seder and Michael DeSousa, trombones
Amanda Aparicio, soprano
20/02/2020
Niles Gallery
6:00 PM
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Program
Trombone quartet with Piano

Hugo Pinheiro (1979)

Seringueiro, song for soprano and Piano (World premiere)

Hugo Pinheiro (1979)

Chama ardente, song for soprano and Piano (American premiere)

Hugo Pinheiro (1979)

Trio for 2 trombones and Piano (American premiere)

Hugo Pinheiro (1979)

Cantiga, for trombone quartet

Gilberto Gagliardi (1922-2001)

Aquarela do Brasil (Arr. Hugo Pinheiro)

Ary Barroso (1903-1964)

Tico-tico no fubá (Arr. Hugo Pinheiro)

Zequinha de Abreu (1880-1935)

For recording purposes, please hold applause until after each set/piece and have cell phones on silent. As a
courtesy to performers and other audience members, please turn off and put away all electronic devices. The use
of recording and photographic equipment is permitted only by approved University personnel. No food or drink
is permitted in this performance venue. We ask that you remain seated throughout the performance and, if you
must exit, that you wait until applause.
This recital is presented in partial fulfillment of the requirements of the Doctoral of Musical Arts degree in 2020.
Hugo Pinheiro is a student of professor Bradley Kerns.
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Program notes
Hugo Pinheiro, composer
Hugo Pinheiro was born in the city of Mairiporã, São Paulo, Brazil. He holds a
BA in Music from the University of São Paulo – USP, where he studied Trombone and
Composition. He holds a BA in Conducting from the State University of Amazonas,
and a Master in Orchestral Performance from the Hochschüle für Musik und Theater in
Zurich, Switzerland, where he studied with Stanley Clark. He also completed his
Doctoral in Trombone Performance at the University of Kentucky, USA. Based in
Manaus-AM since 2003, in addition to his work as solo trombone of the Amazonas
Philharmonic Orchestra, he is dedicated to composition, having his works already
played and recorded by renowned national and international artists.
Hugo Pinheiro, Trombone quartet with piano – Fantasia Agreste
On the occasion of the Project Bone 2019 International Trombone Festival
in São Paulo, Brazil, Hugo Pinheiro was invited to be resident composer of the event
and wrote Trombone quartet with piano - “Fantasia Agreste”. The work is freely
inspired by this rich landscape of northeastern Brazil known as Agreste and was
premiered during in January 2019 during Project Bone festival with tenor trombonists
Raphael Paixão, Bradley Kerns, Hugo Pinheiro, Ricardo Santos on bass trombone,
and Jacob Coleman on the piano.
Hugo Pinheiro, Seringueiro (World premiere)
Seringueiro (rubber tapper) is the typical character of the rubber plantation
region in the Amazon. It is the one that extracts the latex from the rubber trees and
makes their transformation into natural rubber viable. The Seringueiro has a poor and
difficult life. In this song the composer Hugo Pinheiro portrays the suffering, the hard
work, the religiosity, the drunkenness to forget the problems, the loneliness, and the
hope of one day becoming rich and help his family, which in fact is an illusion
because the rubber tapper is always indebted to the owner of the plantation, like a
slave. The world premiere was performed by Amanda Aparicio, soprano, and Olivia
He, piano.
Hugo Pinheiro, Chama Ardente (American premiere)
Chama Ardente, “Burning Flame” is inspired in the Portuguese poet Luiz Vaz
de Camões. Hugo Pinheiro paints the love that burns without being seen. The final
sentence strongly says: “Stronger than death is love”. It was premiered in Pelotas, Rio
Grande do Sul – Brazil in January 2019. The American premiere was performed by
Amanda Aparicio, soprano, and Olivia He, piano.
Hugo Pinheiro, Trio for two trombones and piano (American première)
With a rhapsodic character, “Trio” is a sort of free trip through the history of
music. The work begins with a free recitative, followed by “Alla Renascence” section,
in which the intense use of trills evokes the ancestor of the modern trombone, the
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sackbut, an ancient instrument widely used during the Renaissance. “Deciso”
presents a theme of great strength, followed by “Molto Tranquilo”, with a lyrical,
expressive, and intense theme, with a dialogue between the trombones, accompanied
by chords in the high range of the piano.
“Scherzando” is a fun rhythmic game between the instruments, and it is
followed by “Tempo di Blues”, which closes the work. “Trio for two Trombones and
Piano” was premiered during the Brazilian Trombone Association Festival in Cuiabá,
Mato Grosso, Brazil, in September 2017, with Brad Kerns and Hugo Pinheiro on
trombones, and Leonardo Fernandes on piano.
Gilberto Gagliardi, Cantiga
Gilberto Gagliardi was a Brazilian trombonist, composer, and arranger. Son of
Italians, he was born in São Paulo but grew up in Rio de Janeiro. His father was a
trombonist, and three of his brothers. However, Gilberto was the only son who followed
a career in music. He was principal trombone of the Municipal Symphonic Orchestra
of Rio de Janeiro. He played with notable musicians such as Heitor Villa-Lobos,
Camargo Guarnieri and Eleazar de Carvalho. His work Cantiga, for trombone quartet
presents a beautiful and lyrical melody.
Ary Barroso, Aquarela do Brasil
Ary Barroso was a Brazilian composer of popular songs. He became famous for
his sambas, especially Aquarela do Brasil. Here will be performed an arrangement by
Hugo Pinheiro for trombone quartet, voice, piano, and percussion.
Zequinha de Abreu, Tico-tico no fubá
Zequinha de Abreu was a Brazilian composer, clarinet, and flute player. He was
also a band conductor in the cities of the country side of São Paulo. He was famous for
his Chorinhos, especially Tico-tico no fubá, which was recorded by Carmen Miranda
in the 40s. Here will be performed an arrangement by Hugo Pinheiro for trombone
quartet, voice, piano and percussion.
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Program
Solo performance of 21 orchestral excerpts from the Chôros series by Heitor VillaLobos (1887-1959):
Chôros No. 3
Chôros No. 4
Chôros No. 6
Chôros No. 8
Chôros No. 9
Chôros No. 10
Chôros No. 11
Chôros No. 12
Introdução aos Chôros
Hugo Pinheiro, Trombone
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LECTURE RECITAL
Theme: ORCHESTRAL EXCERPTS FOR TROMBONE
FROM VILLA-LOBOS’S “CHÔROS” – PERFORMANCE CONSIDERATIONS
AND COLLECTED EDITION
Good afternoon ladies and gentlemen, thank you for coming to be a part of my
lecture recital. My name is Hugo Pinheiro, I am doing my DMA in Trombone
Performance at University of Kentucky, my advisor is Professor Bradley Kerns. Today
I will present my Lecture Recital on my dissertation’s topic, which is: Orchestral
Excerpts for Trombone from Villa-Lobos’s Chôros - performance considerations and
collected edition.
Introduction:
Origin of the research topic: The daily routine of playing in a professional orchestra
can be very challenging. An important and useful tool used by students, professors, and
professional players in the preparation process of playing is the focused study of
orchestral excerpts, where one can consciously practice ahead of time the most
technically demanding passages and solos, to be ready for rehearsals and performances.
The orchestral production of the Brazilian composer Heitor Villa-Lobos is vast,
with many technical and musical challenges for low brass musicians. My research and
Lecture recital will cover Villa-Lobos’s Chôros series, with special focus to the works
that present at least one trombone in its instrumentation. Villa-Lobos’s low brass
writing in the Chôros series is very rich, colorful, with technical challenges and solo
parts. The composer explored the many facets of the instruments’ expressiveness.
Research problem: In my search I have noticed that the mainly traditional orchestral
excerpt collections available in the market and used by professional players are
generally dedicated to Western European composers, with some little attention to
American composers, but Villa-Lobos’s music is not even mentioned in these
compilations, even though Villa-Lobos made, with his brilliant and original writing, an
important contribution for the low brass orchestral literature. In my searching inside the
most representative orchestral excerpts collections published and used by professional
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low brass players, none of them included any passages from the Chôros series. The
only trombone orchestral excerpt by Villa-Lobos encountered in an anthology was the
fourth movement from the Bachianas Brasileiras No. 2 (O Trenzinho do Caipira), in
the collection edited by H. C. Smith, edited by Schirmer Incorporation. In any case, no
orchestral excerpts from the Chôros series were encountered in such anthologies
whatsoever. The main investigated anthologies, among others, were:
• Orchestral Excerpts – from the symphonic repertoire – for trombone and tuba,
in ten volumes, edited by Keith Brown, International Music Company, New York,
1964-1970
• Orchester Studien für Solo-Posaune, edited by Johann Doms, Musikverlag,
Berlin, 1985
• Orchester-Probespiel Posaune/Bassposaune, edited by Armin Rosin and
Eberhard Pleyer, Edition Peters, Leipzig, 2002
• Low Brass Orchestra Collection, version 7. Compiled by Gordon Cherry.
Cherry Classics Music, Vancouver.
The availability of the Chôros orchestral parts is difficult, as the few orchestras
that have the material do not provide easy access to them. Much of the Chôros
orchestral parts have survived as hand-written parts, copied and in current use in the
orchestras in Brazil and abroad. In many circumstances, the low brass parts have a poor
presentation quality, with pencil marks from previous performances, which makes the
reading confusing. With permission granted from the Villa-Lobos Museum in Rio de
Janeiro, I had access to the manuscripts, parts, scores and available editions from VillaLobos’s Chôros series.
Considering that the literature aimed at Villa-Lobos’s orchestral music is still
scarce, this research will attempt to be a contribution in filling this gap. In my
experience as principal trombone at the Amazonas Philharmonic Orchestra (Manaus,
Brazil) for eighteen years, I have played much of Villa-Lobos’s orchestral music and
specifically the Chôros series for orchestra quite a few times, dealing with the technical
demands in the low brass parts.
Relevance of the research: this research will be relevant for the field of trombone and
low brass orchestral playing by providing interpretive considerations to help in the
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preparation of the excerpts from the series. Additionally, a collected edition of the
Chôros series will be provided with the aim of benefit brass players in their orchestral
activities, as well as professors and students.
General Objective:
• This research intends to promote access for trombonists from Brazil and from other
countries to these important excerpts from the symphonic repertoire, and to divulge the
music of Heitor Villa-Lobos.
Specific objectives:
• Offer interpretive considerations regarding the most demanding orchestral excerpts
from Villa-Lobos’s Chôros series for low brass.
• Provide a collected edition of Villa-Lobos’s Chôros orchestral excerpts.
• Contribute to fill the gap of availability of orchestral excerpts from the Brazilian
composer Heitor Villa-Lobos.
Limitations: The performance considerations presented in this work do not intend to
be exhaustive or definitive, but one perspective that can serve as a tool to build an
interpretation. Even though Villa-Lobos orchestral music is vast and still needs
revision, this work will focus on the Chôros series low brass orchestral excerpts, which
will be our contribution to the field, with possibility of future expansion.
Tools and basic theoretical framework: To support our research the following
materials were used:
• Manuscripts, scores, parts and editions of Villa-Lobos’s Chôros series provided by
the Villa-Lobos Museum in Rio de Janeiro.
• Most relevant Orchestral Excerpts collections used by professional brass players.
Methodology: The works chosen to receive performance considerations and to be part
of the collected edition provided in this research followed two criteria:
• Works that presented at least one trombone in its instrumentation.
• Works that present technical and musical relevant passages for Low brass in the
orchestral set.
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Expected Results: This research will offer a clean PDF file collected edition containing
the most relevant orchestral excerpts from Villa-Lobos’s Chôros series for trombone
and low brass section.
Villa-Lobos biographical overview:
Heitor Villa-Lobos was born on March 5, 1887, in Rio de Janeiro. He was a
composer, conductor, cellist, pianist and guitarist, the founder of the Brazilian
Academy of Music, and was described as the most significant musical figure of the
20th century in Brazilian Classical Music, and also the most famous South American
composer of all times.
Villa-Lobos childhood and youth was full of musical influences, including the
ones from his father Raul Villa-Lobos, who was his first music teacher. Raul organized
parties in his house every Saturday, inviting many musicians and cultural figures at the
time who would stay and play until dawn. So, in a humble but culturally and
intellectually active home, the boy had contact with many artists and forms of
expressions, including the regional and popular Brazilian music at the time.
Although Villa-Lobos’s mother Noêmia Monteiro did not approve of him
playing the guitar, considered a bohemian and street instrument, he had a fascination
for the instrument and considerable attraction for the Brazilian popular music.
Later in 1899, when Villa-Lobos was only 12, his father died, succumbing to
malaria, leaving his wife only with a small widow’s pension. This situation forced
Villa-Lobos to get small jobs to help with the house subsistence and provisions. As a
cellist, he played in small cafes and travelled with theater companies. His experiences
as a free-lance musician also gave him the opportunity to cultivate his passion for the
guitar and popular music, as he began to regularly take part in roda de choro (a group
of street musicians who played choro).
The contact with popular music and many composers, especially in Rio de
Janeiro, opened a new window of musical experiences in Villa-Lobos’s life. VL played
many Brazilian musical genres together with street musicians of the time. Genres such
as lundu (dance of African origins very popular in Portugal and brought to Brazil in the
18th century), maxixe (urban Brazilian dance), tango, polka and choro were among
them. Chôro was a sort of vocal song performed with dances called xôlo. Due the
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slavery in Brazil, many Africans were brought to work in the fields of powerful farmers,
and for some reason or confusion with a Portuguese paronym the word xôlo turned
xôro. When the genre went to urban centers it was usually performed in the open air or
in the street, and the instruments traditionally involved were a flute, one or two guitars
and a cavaquinho, a sort of small guitar.
The musicians of the chôro group were called chorões, and they usually had a
bohemian lifestyle that attracted the young Villa-Lobos so much, and it was one of the
crucial musical influences in his career as a composer. Later in the 1920s, Villa-Lobos
would write the magnificent Chôros series, much more elaborated than the popular ones
played on the streets at the time, but still inspired by them.
During his youth time Villa-Lobos traveled throughout Brazil at least in two
occasions. One to the Amazon region as far as to Manaus in the north of the country,
and to Bahia in the northeast as a cellist of a small opera company; and a second one to
the city of Paranaguá, in the seacoast of Paraná state in the south. In both excursions he
had a deep contact with folk music and culture and gathered materials that would be
used in his compositions.
In November 1913 Villa-Lobos married Lucília Guimarães, an accomplished
pianist who helped him in his efforts to compose and advised him technically,
especially regarding piano writing. The marriage encouraged Villa-Lobos to have a less
bohemian lifestyle, and he could dedicate more time to compose and practice,
especially the cello. His endeavors allowed him to join the orchestra of the Rio de
Janeiro Municipal Theater as a cellist, and so he begun to have a deep contact with
classical orchestra repertoire and opera. The orchestra had a high international level,
and periodically presented operas, ballets, and symphony concerts, including some
Brazilian premieres of important works such as Salomé (1905) and Rosenkavalier
(1911) by Richard Strauss. Furthermore, the orchestra was periodically conducted by
famous composers and conductors at the time such as Pietro Mascagni, who conducted
his Isabeau in July 1911, and performed famous contemporary works frequently played
in Europe. Works such as Die Walküre (1870) and Parsifal (1882) overtures by R.
Wagner, also some Russian ballets under Nijinskij direction. Additionally, French
pieces such as Debussy’s Prélude al'Après- Midi d'un Faune (1894) were heard.
The regular experience of playing in the orchestra, watching the instruments and
conductors, reading scores, and investigating the orchestration and listening to music
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from important composers awakened Villa-Lobos’s curiosity and interest, and had a
deep effect in his musical approach. Especially the Russian music of Stravinsky, with
its harsh rhythmic ostinatos and the harmony from the French impressionism of
Debussy had clearly influenced Villa-Lobos’s musical thinking, and those influences
would be noticed later in many of his works, for instance in the Chôros series.
An important chapter in Villa-Lobos’s life was an event placed in São Paulo
called The Week of Modern Art. There he could show some of his compositions and
had contact with many intellectual and artists of the time, including Mario de Andrade,
who stimulated him to produce an art based on the Brazilian folk and indigenous
material.
After the Week of Modern Art Villa-Lobos traveled to Europe and would
basically spend the years from 1923 to 1930 there. The 1920s is the decade when the
composer wrote the Chôros series, so the series is a mix of Brazilian folk and national
elements, European international style and vanguards, and Villa-Lobos’s own approach
to music. Villa-Lobos saw the opportunity and occasion to have a unique voice as a
composer using Brazilian indigenous and folk material in his works, and this insight
that was a turning point in his career as a composer. When he came back from Paris in
a short visit to Brazil in 1924, the poet Manuel Bandeira wrote:
Villa-Lobos has just arrived from Paris. Who comes from Paris is expected to be full of Paris.
However, Villa-Lobos arrived full of Villa-Lobos.

Villa-Lobos’s own inventive creations dared to challenge traditions regarding
form, style and even titles. The titles and musical terms of his works were out of any
tradition, as he used words from popular music and folklore such as Chôros, Cirandas,
Serestas, traditional titles of Brazilian popular music, mixing them into the formal
vocabulary of serious music.
In 1930 Villa-Lobos returned to Brazil and was invited by the president Getulio
Vargas to direct a massive educational program called Canto Orfeônico, Orpheonic
Chant. He created his own materials to teach music to students from public schools,
and some of the event’s thousands of students were conducted by him.
By his efforts and accomplishments during the Canto Orfeônico program, VillaLobos became a personality of great respect and recognition. After WW II, the United
States emerged as the most powerful economy of the world, as Europe was in pieces,
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trying to rebuild itself. Additionally, escaping the horrors of the holocaust, many artists
had immigrated to the United States, so the cultural and intellectual environment there
was in effervescent expansion. All these conditions gave Villa-Lobos the opportunity
to have a considering international success in his last years.
His first concert in California was a complete success, and he also received an
honorary degree by the Occidental College in Los Angeles. Villa-Lobos proved to be a
competent composer-conductor, and his fame made him to get invitations to conduct
the major orchestras not only the United States, but also in Europe, Israel, and countries
in Latin America.
Villa-Lobos’s last years were not only success. Destiny had struck him with a
bladder cancer, which made him to embark on a severe medical treatment until the end
of his life. VL died on November 17, 1959, in Rio de Janeiro.
Chôros low brass orchestral excerpts interpretive considerations: Villa-Lobos’s
low brass orchestral writing is prolific. His experience acquired from the popular street
music in conjunction with his art music approach gave an extensive contribution to the
low brass orchestral repertoire. His works has certainly broadened the scope of the
trombone and tuba symphonic literature with passages of highly technical and musical
demands. Now I will perform some of the excerpts. As the order number of the Chôros
do not follow dates of composition, I will play them based on three categories: solo,
use of mutes and soli.
Solo performance of 21 orchestral excerpts from the Chôros series by Heitor VillaLobos (1887-1959):
Chôros No. 3
Chôros No. 4
Chôros No. 6
Chôros No. 8
Chôros No. 9
Chôros No. 10
Chôros No. 11
Chôros No. 12
Introdução aos Chôros
Hugo Pinheiro, Trombone
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HUGO EUSTÁQUIO DE FARIA PINHEIRO
EDUCATION
Doctoral of Musical Arts, Trombone Performance, University of Kentucky,
Lexington
KY, United States, August 2019 – August 2021
Master of Music, Orchestral Performance, Hochschule für Musik und
Theater, Zurich,
Switzerland, July 2010
Bachelor of Music, Conducting, Amazonas State University, Brazil, August
2014
Bachelor of Music, Trombone, University São Paulo, Brazil, September 2005
Primary music instruction, Tom Jobim Music University, São Paulo, Brazil,
1998

TEACHING EXPERIENCE
2019-2021

Teaching Assistant. University of Kentucky, Lexington KY

2007-2019
Brazil

Brass Instructor. Amazon Experimental Orchestra, Manaus,

2010-2018

Brass clinician and soloist. Música na Estrada Program, Brazil

2009-2021

Director and coordinator. Glomam Foundation, Manaus, Brazil

2009-2018

Choir conductor. Liceu de Artes e Ofícios Cláudio Santoro,
Manaus, Brazil

2005-2007

Visiting Trombone Professor. Amazon State University, Manaus,
Brazil
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PERFORMING EXPERIENCE
2003-Present
2003-Present
2013-Present
2019-2020
2017-Present
USA
2010-Present
2016-2018
2005-2007
2001-2003
2001-2003
2000-2001
1999-2001
1999-2001

Amazon Philharmonic Orchestra, Solo Trombone, Manaus
Amazon Opera Festival, Solo Trombone, Manaus, Brazil
Amazon Brass Quintet, Manaus, Brazil
University of Kentucky Trombone Quartet, Lexington, USA
Colla Voce ensemble, composer and performer, Brazil &
Música na Estrada (yearly program), Clinician and Soloist
Amazon Bones Trombone Quartet, Manaus
Swiss-Italian Brass Quartet, Lugano and Zurich, Switzerland
Experimental Orchestra, Trombone, São Paulo
Symphony Orchestra, Trombone Substitute, Santos
University of São Paulo Symphony Orchestra
University of São Paulo Chamber Orchestra,
São Paulo State Wind Symphony,

HONORS & AWARDS
2021 International Trombone Festival (ITF 2021), Columbus, GA, Guest Artist
Recital
2020 Tennessee Tour, University of Kentucky Trombone Quartet
2020 Ohio Tour, Colla Voce ensemble, new compositions by Hugo Pinheiro
2019 Full Doctoral Scholarship and Teaching Assistantship, University of Kentucky
2019 Resident composer, Project Bone Festival, São Paulo, Brazil
2018 Guest Artist, Project Bone Festival, São Paulo, Brazil
2018 Solo Artist, Colla Voce ensemble, Amazon Opera Festival, Manaus, Brazil
2018 Guest Artist and composer, XXIV Festival Brasileiro de Trombonistas,
Goiânia
2018 Guest Artist and professor, Fimupa Festival, Belém, Brazil
2017 Guest Artist and composer, Colla Voce ensemble, Lexington, KY
2017 Guest artist and composer, XXIII Festival Brasileiro de Trombonistas, Cuiabá
2017 Featured soloist and professor, Música na Estrada Program, Boa Vista, Brazil
2016 Guest Performer, Artist Recital, XXII Festival Brasileiro, Manaus, Brazil
2016 Featured soloist and professor, Música na Estrada Program, Cuiabá, Brazil
2015 Music professor and coordinator in Parintins, Brazil
2015 Featured soloist and professor, Música na Estrada,Porto Velho, Brazil
2014 Featured soloist and professor, Música na Estrada Program, Rio Branco, Brazil
2013 Featured soloist and professor, Música na Estrada Program, Rio Branco, Brazil
2012 Featured soloist and professor, Música na Estrada Program, Cruzeiro do Sul
2011 Featured soloist and professor, Música na Estrada Program, Palmas, Brazil
2010 Featured soloist and professor, Música na Estrada Program, Belém, Brazil
2010 Scholarship, Zurich High School of Music and Theater, Switzerland
2008 Full scholarship, Campos do Jordão Winter Festival, São Paulo, Brazil
2006 Scholarship, Italian-Switzerland Conservatoire in Lugano, Switzerland
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COMPOSITIONS
INSTRUMENTAL
2020

Overture for orchestra (ca. 5 min.)
For symphony orchestra

2020

Hino Oficial – Grande Loja Maçônica do Amazonas (ca. 5 min.)
For symphony orchestra and men’s choir

2020

Evocação (ca. 4:30 min.)
For string orchestra

2020

Symphonic Dances (4 movements)
For wind symphony
1.
2.
3.
4.

2020

Tributo a Auta de Souza, eight choir miniatures (ca. 16 min)
For mixed choir and piano
1.
2.
3.
4.
5.
6.
7.
8.

2020

Marcha Pré-lúdica (ca. 3:20 min.)
Um Côco (ca. 4:20)
Meditação e Ritual (ca. 4:30 min.)
Um Maxixe (ca. 4 min.)

Epígrafe
Noiva do Verso
Infância
Vou morrer
Saudade
Flores
Epígrafe
Repouso

Cycle of Nature no. 1 (3 movements)
For Women’s Choir a cappela
1. Céu (ca. 2:45 min.)
2. Lua (ca. 2 min.)
3. Mar (ca. 2:40)

2020

Clarinet quintet (3 movements)
For clarinet and string quartet
1. Andante (ca. 2:40 min.)
2. Adagio et Minuetto (ca. 6 min.)
3. Allegro (ca. 3:30 min.)

2020

Skate Ride (ca. 1 min.)
For solo trombone

2019

Delirando no Alto (ca. 7 min.)
For alto trombone and harp
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2019

Trio (ca. 11 min.)
For trumpet, trombone and piano

2019

Fantasia Agreste (ca. 9 min.)
For trombone quartet and piano

2018

Octeto em 3 Temas (ca. 11 min.)
For trombone octet

2018

Rapsódia Brasileira (ca. 8 min.)
For bass trombone and piano

2018

Three Moments
For solo trombone
1. Black Ninja (S) (ca. 2:30 min.)
2. Lúgubre (ca. 4 min. )
3. Juny (ca. 1:30 min.)

2018

Trio (ca. 16 min.)
For 2 trombones and piano
1.
2.
3.
4.
5.
6.

2017

Recitativo – alla Renascence
Deciso
Conversation – poco meno
Molto tranquilo
Scherzando
Tempo di Blues

Four Miniatures
For trombone and piano
1. Miragem
2. Labirinto
3. Alvorada

4. Triunfo
SONGS FOR VOICE AND PIANO
2021

Pocket Poetry (ca. 14 min.)
For voice, trombone and piano

2019

Chama Ardente (ca. 2 min.)
For tenor and piano

2019

Seringueiro (ca. 3 min.)
For soprano and piano

2018

Chora a Amazônia (ca. 6 min.)
For soprano and piano
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ARRANGEMENTS
2019

Tico-tico no fubá (Zequinha de Abreu)
For soprano, trombone quartet, piano, percussion

2018

Aquarela do Brasil (Ary Barroso)
For soprano, trombone quartet, piano, percussion

PERFORMANCES, PREMIERES AND RECORDINGS
2021

ITF 2021 (July), New Compositions for Trombone by Hugo Pinheiro,
Recital.

2020
Tennessee.

University of Kentucky Trombone Quartet Tour. Georgia and

2020

Colla Voce ensemble, Fantasia Agreste and 4 Miniatures. Cincinnati,
Ohio.

2019

Fantasia Agreste, for trombone quartet and piano. Saint Petersburg,
Russia.

2019

Fantasia Agreste, for trombone quartet and piano. Lexington, KY.

2019

Chama Ardente, for voice and piano, premiere. Pelotas, Brazil.

2019

Fantasia Agreste, for trombone quartet and piano. São Paulo, Brazil.

2019

Octeto em Três Temas, for trombone octet. Hugo Pinheiro, conductor.
São Paulo, Brazil

2019

4 Miniatures, for trombone and piano. Hugo Pinheiro and Jacob
Coleman, piano. São Paulo, Brazil

2019

Rapsódia Brasileira, for bass trombone and piano. Ricardo Santos,
bass trombone, Jacob Coleman, piano. São Paulo, Brazil

2019

3 Moments, for solo trombone. Bruno Farias, trombone. Natal, Brazil

2019

3 Moments, for solo trombone, premiere. Bradley Kerns, trombone. São
Paulo, Brazil

2018

4 Miniatures, for trombone and piano. CD Splotch Ecology. Bradley
Kerns, trombone and Jacob Coleman, piano. USA

2018

Aquarela do Brasil, for soprano, 2 trombones and piano.
Amanda Aparicio, soprano. Hugo Pinheiro and Bradley Kerns,
trombone. Yuri Kim, piano. CD Splotch Ecology. USA
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2018

Trio, for two trombones and piano. Hugo Pinheiro and Matthew Lynch
trombones, Marcelo de Jesus, piano. Manaus, Brazil

2018

Chora Amazônia, song for soprano and piano. Amanda Aparicio,
soprano. Hugo Pinheiro, piano. Manaus, Brazil.

2018

3 Moments, for solo trombone. Hugo Pinheiro trombone. Manaus,
Brazil

2018

Chora Amazônia, song for soprano and piano. Amanda Aparicio,
soprano. Marcelo De Jesus, piano. Manaus, Brazil

2018

4 Miniatures, for trombone and piano. Hugo Pinheiro, trombone.
Marcelo de Jesus, piano. Manaus, Brazil

2018

Rapsódia Brasileira, for bass trombone and piano, premiere. Ricardo
Santos, bass trombone, Carlos Henrique Costa, piano. Goiânia, Brazil

2018

Octeto em Três Temas, for trombone octet, premiere.
Hugo Pinheiro, conductor.
Eduardo Machado, Silas Falcão, Jackes Douglas, Marcos Flávio,
Carlos Freitas, Fernando Chipoletti, trombones. Ricardo Santos a Adib
Vera, Bass trombones. Goiânia, Brazil

2018

Trio, for two trombones and piano. Hugo Pinheiro and Raphael Paixão
trombones, Carlos Henrique Costa, piano. Goiânia, Brazil

2018

Trio, for two trombones and piano. Hugo Pinheiro and José Milton
Vieira trombones, Robenare Marquez, piano. Belém, Brazil

2017

4 Miniatures, for trombone and piano, premiere. Bradley Kerns and
Yuri Kim, piano. Lexington, KY

2017

Trio, for two trombones and piano, premiere. Hugo Pinheiro and
Bradley Kerns, trombones, Leonardo Fernandes, piano. Cuiabá, Brazil

2017

3 Moments, for solo trombone, premiere. Bradley Kerns, trombone.
Cuiabá, Brazil

2015

Film music composition, “Loucossão” film premiere, directed by Luis
Carlos Martins, Instalação Theater, Manaus, Brazil
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